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This dissertation contains the first complete Latin-
English translation of one of the mosﬁ controversial music
theory treatises of the fifteenth century--the Musica
practica (Bologna, 1482) of Bartolomeo Ramos de Pareia.

Its title as well as its content illustrate the Renaissance
transformation from the abstract mathematical approach of
"musica speculativa" to that of an emphasis upon the
everyaay demands of the practicing musician.

Although Ramos provides ﬁraditional explanations of
the modes, counterpoint, "musica ficta," and white mensural
notation, his innovations in temperament, solmization,
mutation, and the gamut set this treatise apart from other
fifteenth-century music treatises. Ramos's rejection of the
traditional Pythagorean-Boethian-Guidonian explanations,
coupled with his strong polemic criticisms of the
auctoritas, resulted in a treatise that remained at the
center of heated debate well into the sixteenth century.

Part I of this dissertation includes a commentary in

which the specific topics of the Musica practica are

examined. Part II of this dissertation consists of a



critical translation of the Musica practica, with endnotes

to illuminate issues that may prove confusing to the
twentieth-century reader. These endnotes include
translations of Franchinus Gaffurins's marginal annotations,
as well as biographical information for the mény musicians
to whom Ramos refers in the text.

The translation is presented in parallel columns to
facilitate a comparison of the original Latin text
(A-80 edition) with its English translation; discrepancies
between the extant editions (A-80, A-81, and A-7-35) have

been catalogued in an appendix.
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. « « Thanks to the immortal God, provider of all good
things, who established the liberal arts for the perfection
and delight of men; to Him is the glory throughout the
endless ages of ages. Amen.

Bartolcmec Ramos de Pareia
Musica practica (1482)



PREFACE

The piimary purpose of this dissertation is to present
the Musica practica (1482) of Bartolomeo Ramos de Pareial
in Latin-English translation. Because the Musica practica
has never been trainslated into English, French, or German
(the "required" languages of the thecry historian),
researchers have often been forced to struggle with the text
in its original form or to rely on secondhand information.
In many instances, this has resulted in out-of-context
translations that have contributed to a general
misunderstanding of Ramos's musicail precepts.

This translation has been organized by means of
parallel columns in order to facilitate a comparison of the
original Latin text with the English translation. An
attempt has been made to remain as faithful as possible to

the intent of the original Latin while retaining the flavor

1Johannes Wolf and Robert Stevenson point out that
there are several different variants for the surname of this
Spanish music theorist. 1In his Honesta defensio (1491),
Giovanni Spataro refers to his teacher by the Latin form
"Ramus"; however, in his Tractato di musica (1531), he
refers to his teacher as "Ramis." Like Stevenson, this
translation has adopted the form "Ramos," due to the fact
that "Ramis" does not appear in Castilian and because
"Ramos" is the currently preferred spelling of this Spanish
surname. See Johannes Wolf, ed., Musica practica Bartolomei
Rami de Pareia, (Leipzig: Breitkopf and Hirtel, 1901;
reprint, Wiesbaden: Breitkopf and Hartel, 1968), xii and
Robert Stevenson, Spanish Music in the Age of Columbus (The
Haque, Netherlands: Martinus Nijhoff, 1960), 55n.

v



of Ramos's personal style of rhetoric. Due to the nature of
this style, filled with the typical lengthy sentences of the
Latin languagé, some of the more lengthy sentences have been
reapportioned, with the long passages of Ramos's continuous
text divided into new paragraphs. At times, Ramos provides
rather cryptic sentences and assumes that the reader
understands the intentions of his prose; in the translation,
clarification of the Latin text has been provided by means
of brackets containing interpolative text.

Part I of this dissertation is comprised of a
commentary upon the specific topics that have been addressed
by Ramos in the Musica practica. Because the Musica
practica generated several centuries of theoretical debate--
with arquments often focused upon only short passages of
text--this commentary attempts to investigate the validity
of these discussions in light of a translation of the entire
treatise.

Part II of this dissertation contains a critical
translation of the Musica practica; this translation is
preceded by technical information regarding the editions of
the treatise and the procedures employed in preparing the
translation. Endnotes have been provided to the English
translation to illuminate issues that might have been
perfectly obvious to the fifteenth-century musician but
which may prove confusing to the twentieth-century reader.

In addition, the endnotes provide biographical entries of

vi



the many musicians that Ramos refers to in the Musica
practica.

Unless otherwise noted, translations of all text and
quotations are by the author of this dissertation.
Quotations that have been extracted from other translations
have retained the spelling and punctuation of the author
cited.

dhkkkk

" This translation is indebted to the scholarship of
Johannes Wolf, Clemente Terni, José Luis Moralejo, and
Calvin Bower, without whom such an in-depth study would not
have been possible. Due to the vast nature of this project,
a working knowledge of Latin, Spanish, Italian, German,
French, and English was required; in this regard, I am
indebted to the translation skills of Massimiliano
Cannalire, Marie Perratore, and Alvarc Cano for their
assistance in the translation of some of the more difficult
passages in the respective lanquages. Most of all, I wish
to express my deepest appreciation to Professor Barbara
Huggins of the Department of Foreign Languages and
Literatures at the University of North Texas for her
patience and for the countless hours of guidance in the
preparation of this translation. Her invsluable suggestions
and unwavering support contributed immeasurably to the

completion of this study.
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I also wish to offer a very special thanks to my
advisor, Dr. Thomas Sovik, who believed in this project and
endeavored to do "whatever necessary" to bring it to
fruition; further, I am especially grateful to the other
members of my dissertation committee, Dr. Deanna Bush and
Dr. Thomas Clark, for their many helpful suggestions and
comments. Finally, I give praise to God for my husband
Jeff--whose love, patience, and constant encouragement

sustained me throughout the course of my doctoral studies.
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PART I

THE COMMENTARY



CHAPTER 1

INTRODUCTION

The Musica practica (Bologna 1482) of Bartolomeo Ramos
de Pareia was one of the most controversial music theory
treatises of the fifteenth century. Although many of
Ramos's propositions were rejected by his contemporaries,
few cther fifteenth-century thecrists had such a mcnumental
impact upon their musical community and the subsequent
development of Western music theory.

The Musica practica, even in its title, illustrates
the transformation in the Renaissance from an emphasis on
musica speculativa to that of musica practica. Ramos was
not greatly concerned with the speculative or mathematical
aspects of music theory that were represented in the
medieval quadrivium; rather, he endeavored to provide an
approach that would be readily applicable to the everyday
demands of the practicing singer-musician. Ramos's attempt
to meet the needs of the performer stand in direct contrast
to many of his predecessors who, in contrast, viewed the
practicing musician with disdain.

The Renaissance was an era in which the role of the
speculative theorist was redefined by the need for an
uncomplicated assimilation of theory and practice.
Treatises that addressed practical issues appeared with

2



v in the late fifteenth century, and
theorists themselves openly admitted the necessity to
integrate practice with theory:
A pure and simple singer is like a body without a
mind, since no one can be a good singer w1thout a
thorough [knowledge] of counterpoint . . . .

. « . for a practicing musician without [speculatlve]
theory is like a blind man without a walking stick.?

The Musica practica of Ramos figures predominantly in
the history of music theory because of Ramos's theoretical
propositions that stand in direct opposition to Pythagorean-
Boethian-Guidonian explanations of Western music. Although
Ramos provides traditional explanations of such topics as
the modes, counterpoint, musica ficta, and white mensural

notation,® he proposes new approaches to aspects of

i"Un puro e semplice cantore & come un corpo senza
anima, perche senza buon contrapunto nesuno puo esser buon
cantore . . ." Letter dated June 16, 1523 from Giovanni del
Lago to Giovanni da Legge. See Rome, Biblioteca Apostolica
Vaticana MS 5318, ff. £8r-71v or Bologna, Liceo Musicale MS
B107-1, 111-116.

2w, . . practicus enim sine theorica est tamquam
caecus sine baculo." Letter dated May 6, 1535 from Giovanni
del Lago to Lorenzo Gazio. See Rome, Biblioteca Apostolica
Vaticana MS 5318, ff. 85r-101v or Bologna, Liceo Musicale MS
B107-1, 135-162.

The topics of the modes, counterpoint, and musica
ficta are addressed in Part I of this dissertation; because
Ramos subscribes to the traditional rhythmic concepts that
were established by Franco of Cologne (ca. 1280), there is
no need for a comparable discussion of rhythm. Although
Ramos devotes an entire section of the Musica practica to
the subject of rhythm, remaining true to his mission of
practicality he avoids the detailed explanations of complex
proportions that are typical of speculative treatises of the
fifteenth century. Ramos concentrates upon only the



temperament, solmizaticn, mutation, and to even the gamut
itself. One of the most revolutionary concepts advanced by
Ramos involves the determination of pitch proportions and
their realization on the monochord. Ramos simplifies the
Pythagorean ratios for the major and minor thirds from 81:64
and 32:27 to 5:4 and 6:5, respectively. This modification
lays the foundation for Zarliro's dual system of harmony and
contributes to the shift from a modal system to that of a
tonal system.

Yet another innovative but controversial idea is
Ramos's proposal for a new method of solmization and
mutation. The application of Guido's system of solmization
based upon the hexachords of C, F, and G had become a
speculative encumbrance to the music of the late fifteenth
century. With the rise in chromaticism and the general
acceptance of hexachords on nearly every pitch--largely
brought about by John Hothby's treatise Calliope legale--
Ramos felt that the Guidonian system no longer served its
original purpose of simplifying the task of the practicing
musician. Ramos proposes a system containing eight notes,
as opposed to six, based upon the syllables Psal-li-tur per

vo-ces is-tas. This system, beginning on the note C,

fundamentals of rhythm that would be applicable to the
everyday demands of a practicing musician, providing an
overview of the essential elements of note and rest values,
coloration, and the proportional signs. An examination of
Ramos's discussion in the Musica practica, Part 3, Treatise
1, Chapters 1-3 will suffice.



required only one mutation rather than the multiple
mutations inherent in the Guidonian system. Because
musicians had come to rely on the placement of mi-fa for the
identification of the semitone's position, traditionalists
were highly critical of Ramos's innovation. Despite the
intense opposition to the new "octochordal" solmization
method, Ramos's proposal was not overlooked by the theorists
of succeeding generations; it provided the basis for the

"fixed do" solféege of the Common Practice Period.

Invective and Repercussion: Music at the End

of the Fifteenth Century

Ramos himself predicted the reactions and (false)
accusations that he was to receive from his contemporaries.
Ramos was accused of both failing to read and of failing to
understand the speculative concepts of Boethius and Guido;
however, it is quite evident from his discussions of
theoretical concepts and from his criticism of individual
theorists, that the charges of his contemporaries were
unsubstantiated. Ramos, in fact, was an extremely literate
musician-theorist.

Although Ramos was a Spaniard residing in Italy at the
time that he wrote his treatise, he elected to continue the
academic tradition of writing in Latin as opposed to the
vernacular Spanish or Italian. Because Ramos was an

innovative man who concentrated upon the practical aspects



of music, one might expect the Music practica to have been
written in the vernacular. Ramos realized, however, that in
order to refute the authority of his esteemed predecessors
and exert any authority of his own, he must address the
musical-scholarly community according to the typical
academic conventions. Thus, the choice of Latin as the
language for the Musica practica was a conscious effort in
an attempt to establish himself as a respected scholar.

Ramos's harsh, vitrioclic manner stands in stark
contrast to that of his predecessors. It was customary for
theorists, when criticizing other authors, to merely allude
to those who represented a differing point of view. Ramos,
however, does not hesitate to criticize his colleagues by
name, nor does he hesitate to malign a number of the most
revered musicians in history; such attacks were directed
toward St. Gregory the Great, Odo of Cluny, Guido d'Arezzo,
Marchettus de Padua, Johanhes de Muris, Ugolino of Orvieto,
Johannes Tinctoris, Tristan de Silva, Pedro de Osma,
Johannes de Santo Domingo, Robertus Anglicus, John Hothby,
and Roger Caperon.

Ramos's disdain for the traditions of the past and his
rejection of the authority of Guido and Boethius created a
great deal of controversy in the musical circles of Italy.
Although Ramos's criticisms are valid, the disrespectful
manner in which he presented those criticisms resulted in

the inability of his colleagues to objectively assess them.
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Due to a reverence for the auctoritas of the past and
a loyalty to their own teachers, the reactions of Ramos's
colleagues were charged with emotion. Such a impassioned
environment resulted in a series of polemic attacks and
responses. Participants in this long-running quarrel
include such figures as the Italian theorists Nicolaus
Burtius, Franchinus Gaffurius, and Giovanni Spataro, as well
as the English theorist John Hothby. As might be expected,
Ramos had several faithful disciples who held him and his
theories with the highest esteem. Ramos's most ardent
supporter, Giovanni Spataro, defended the personal character
and theoretical concepts of his teacher long after the death
of his mentor.

The first published response to the Musica practica is
the Musices opusculum (1487) of Nicolaus Burtius.*
Burtius, a former student of Ramos and a disciple of
Johannes Gallicus of Mantua, vehemently attacks Ramos for
his dissolution of the Guidonian hexachord system and for
his proposal of a solmization system that is based upon the
octave. Burtius not only criticizes Ramos's innovations,
but insults Ramos personally, engaging in name-calling and

highly emotional denouncements of Ramos's character.

‘Nicolaus Burtius, Musices opusculum (Bologna 1487),
facsimile edition ed. Guiseppe Vecchi (Bologna: Forni
Editore, 1969).



It would appear that Burtius's disapproving attitude
toward Ramos runs deeper than his oppositior to Ramos's
controversial theories, which Burtius believed would
undermine musical tradition. It is probable that Burtius's
reactions are largely a result of a negative experience as a
student under Ramos. In the Honesta defensio (1491) of
Giovanni Spataro--which, for the most part, is a reaction to
Burtius's attacks against Ramos--Spataro reminds Burtius of
an occasion when he had presented a selection of his
contrapuntal compositions to Ramos for examination; after
examining them, Ramos advised Burtius to refrain from
performing his compositions until he had learnred more about
counterpoint:

And do you not remember when you showed my very
learned teacher some of your compositions which were
composed with such ignorance that you were not even
able to match the contrabass with the soprano? For if
the tenor was a fifth or a third from the soprano, the
contrabass was a fiftn below the tenor, which resulted
in a ninth or a seventh with the soprano. And when my
teacher humbly instructed you to refrain from showing
those songs of yours to anybody before you had learned

a little more, you became stupidly enraged against his
paternal correction.’

*"E non ti ricorda quando al mio doctissimo maestro
mostrasti certe tue compositione composte cum tanta
ignorantia, che tu non concordavi il contra cum il soprano.
Ma se el tenore era quinta o terza cum lo soprano, lo contra
era quinta sotto il tenore, che veniva a essere una nona, o0
una septima cum lo soprano; e perche il mio maestro
humilmente te disse non monstrar questi toi canti fora
finche non hai imparato un poco, te adirassi, come pessimo,
a la paterna corectione." See Giovanni Spataro, Johannis
Spadarii musices ac Bartholomei Rami Pareie Honesta defensio
in Nicolai Burtii Parmensis opusculum (Bologna, 1491),
facsimile edition ed. Guiseppe Vecchi, vol. I, Opera Omnia
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In his numerous references to Ramos, Burtius generally
refers to his former teacher as "the prevaricator of the
truth." Compared to some of the other slurs that are
directed toward the Spanish theorist by Burtius--"the author
of paradoxes," "father of an ox," and "the dung of Spain"--
this epithet appears to be quite complimentary. Further
characterizations of Ramos, offered by Burtius in the
Musices opusculum, employ a host of descriptive adjectives:
ignorant, arrogant, conceited, impudent, insolent, mad,
irrational, malicious, worthless, crass, contradictory,
perverted, and depraved.® It appears that Burtius and
Ramos did not enjoy the most congenial of relationships;
nevertheless, Burtius provides a nearly word-for-word
reiteration of many of Ramos's explanations of counterpoint

and rhythm in his own Musices opusculum.’

Johannis Spatarii (Bologna: Antiquae Musicae Italicae
Monumenta Bononiensia, 1967), ff. 2v-3r.

®See especially the Prologue of Burtxus S Musices
opusculum, ff. a2r-a4v.

’Nicolaus Burtius's discussicn of rhythm in Chapters 1
and 2 of the Musices opusculum addresses many of the topics
that Ramos discusses in Part 3, Treatise 1, Chapters 1-3 of
the Musica practica. Burtius does not include all the
variant prolational symbols that Ramos demonstrates,

preferring to use only @, €, O, and C. sSee Burtius's,
Musices opusculum, Treatise 3, ff. flr-f6r. For further
discussion of Burtius's explanations of counterpoint which
resemble Ramos's discussions in the Musica practica, see
Chapter VIII of this commentary.
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For the most part, Spataro's 1491 rebuttal to the
Musices opusculum of Burtius ended Burtius's attacks upon
Ramos. Most of the polemic debates in which Spataro engaged
involved the Italian theorist and composer Franchinus
Gaffurius. Much of what is known of these debates has been
extracted from their respective published works, which also
serve as an abundant source of information regarding the
controversy between the Bolognese and Milanese schools.
Spataro launched his initial attack against Gaffurius
in 1510 by way of an unpublished treatise entitled Utile e
breve regule di canto composte per Maestro Zoanne di Spadari
da Bologna.® Spataro's Utile e breve regule di canto was
largely a reaction to Gaffurius's marginal annotations on
the "errors of Ramos" that Gaffurius had inscribed in a copy
of the Musica practica loaned to him by Spataro.’ 1In a
letter dated 27 November 1531, Spataro expresses his extreme
displeasure for Gaffurius's unsolicited annotaticns:
I sent it--that is, the Musica practica of Bartolomeo

Ramis--to Franchino in Milan. Sometime later he sent it
back to me all spoiled and annotated with personal

®ciovanni Spataro, Utile e breve regule di canto (Cod.
Londi., British Museum, Add. 4920), facsimile edition ed.
Guiseppe Vecchi, vol. I, Opera Omnia Johannis Spatarii
{Bologna: Antiguae Musicae Italicae Monumenta Bononiensia,
1967).

Gaffurius's Latin annotations, with English
translation, are provided in the endnotes to the translation
of the Musica practica contained in Part II of this
dissertation. Whenever possible, the annotations appear
according to Gaffurius's placement in Spataro's copy (the
A-80 edition).
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remarks against the author's viewpoint. It is [in] such
[poor condition] that I really do not care to show it
[to anyone], because other people, who do not understand
the objectives of the author could easily believe what
was written by Franchino. If I were able to find
another [copy], I would buy it; and in order not to have
these annotations be read [by anyone], I would cast this
one that I have into the fire.?

Gaffurius responded to the Utile e breve regule di
canto with a published treatise entitled De harmonia
musicorum instrumentorum opus®! (1518), to which Spataro
responded by means of eighteen personal letters. It is
unfortunate that this particular correspondence between
Spataro and Gaffurius is no longer extant; these letters
would have provided subsequent generaticns with a glimpse of
the private, informal discussions that took place between

two prominent music theorists of the sixteenth century.??

"Jo la scilicet la Musica practica di Bartolomeo
Ramis mandai a Milano a Franchino et lui dopo me la mando
tuta sesquiternata et de sua mano appostilata contro lo
auctore, in modo che non me curo che sia veduta, perche
altri, che non intendono li termini de lo auctore,
facilemente potriano credere a quello che fu scripto da
Franchino; et se io ne trovasse un altra, io la compraria
et, perche tale appostille non fussino vedute, io geteria
questa che tengo nel foco." See Rome, Biblioteca Apostolica
Vaticana MS 5318, ff. 228r-229v, a compilation of over 100
letters of famous personages that were collected by Giovanni
del Lago. A copy of this letter can also be found in the
Bologna, Liceo Musicale MS B107-3, 368-377. The Bologna
manuscripts are a collection of seventy-seven letters,
forty-eight of which were written by Giovanni Spataro.

lsee Franchinus Gaffurius, De Harmonia Musicorum
Instrumentorum Opus, intro. and trans. by Clement A. Miller
(Neuhausen-Stuttgart, Germany: American Institute of
Musicology, 1977).

*21bid., 20.
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Gaffurius's second published attack against Ramos and
his disciples appears in the Apologia Franchini Gafurii
Musici adversus Joannem Spatiarium et complices musicos
Bononienses (1520).!® The title of this treatise is
indicative of the type of invective that was exchanged
between Spataro and Gaffurius. Here, Gaffurius implies that
Spataro is the ringleader of a band of musical "accomplices"
in Bologna, as if to suggest that a criminal act had been
committed.

Spataro replies to Gaffurius's Apologia with his
Errori di Franchino Gafuria da Lodi, da maestro Joanne
Spatario, musico Bolognese, in sua defensione, e del suo
precettore maestro Bartolomeo Ramis hispano subtilmente
dimostrati'®* and with his Dilucide et probatissime
demonstratione de Maestro Zoanne Spatario musico Bolognese
contra certe frivole et vane excusatione da Franchino

Gafurio (Maestro de 1i errori) in luce aducte (both

’See Franchinus Gaffurius, Apologia Franchini Gafurii
Musici adversus Joannem Spatarium et complices musicos
Bononienses, vol. XCVI, Monuments of Music and Music
Lgterature in Facsimile (New York: Broude Brothers Limited,
1879).

“See Giovanni Spataro, Errori di Franchino Gafuria da
Lodi, da maestro Joanne Spatario, musico Bolognese, in sua
defensione, e del suo precettore maestro Bartolomeo Ramis
hispano subtilmente dimostrati (Bologna, 1521).
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1521), completing his criticism of Gaffurius in his final
treatise, entitled Tractato di musica (1531).%°

In addition to Spataro, Ramos found an enthusiastic
supporter in the famous Italian theorist and composer Pietro
Aaron who, in his Thoscanello of 1523, referred to Ramos as
"a most estimable musician, truly worthy of veneration by
every learned person."'” Aaron's first treatise, Libri
tres de institutione harmonica (1516), entangled him in the
on-going controversy between Gaffurius and Spataro.!®
During the course of their debates with Gaffurius, Spataro
and Aaron developed a close friendship; the amiable letters

that were exchanged between Spataro and Aaron provide

see Giovanni Spataro, Dilucide et probatissime
demonstratione de Maestro Zoanne Spatario musico Bolognese
contra certe frivole et vane excusatione da Franchino
Gafurio (Maestro de 1i errori) in luce aducte (Bologna,
1521), facsimile edition ed. Johannes Wolf (Berlin: Martin
Breslauer, 1925).

5see Giovanni Spataro, Tractato di musica (Venice,
1531), facsizile edition ed. Guiseppe Vecchi (Bologna:
Forni Editore, 1970). This treatise addresses the difficult
topic of proportional notation and points out Gaffurius's
"errors" in this regard.

7wBartholomeo rami musico dignissimo, veramente da
ogni dotto venerato . . . .” See Stevenson, Spanish Music
in the Age of Columbus, 59-60 and Pietro Aaron, Thoscanello,
facsimile of the Venice 1523 edition, vol. LXIX, Monuments
of Music and Music Literature in Facsimile (New York:
Broude Brothers Limited, 1969), fol. 33v.

l8see Pietro Aaron, Libri tres de institutione
harmonica, vol. LXVII, Monuments of Music and Music
Literature in Facsimile (New York: Broude Brothers Limited,
1976).
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invaluable insight on the nature of the disputes between
Spatzro and Gaffurius.'®

Ramos's proposal of a solmization system that
contained a single mutation was not only a reaction to the
Guidonian hexachord but was a response to the theoretical
propositions of the English theorist John Hothby. In the
treatise Calliope legale, Hothby advocates the placement of
hexachords on all twelve pitches of the chromatic scale. 1In
principal, Ramos concurs that hexachords are indeed possible
at other locations than those established by Guido on C, F,
and G; however, Ramos criticizes Hothby's insistence upon
the employment of Guidonian solmization with the twelve
hexachords due to the excessive number of ccmplicated
mutations that ensue from such arrangements. Hothby defends
his theory, citing the authority of the ancients, in three
treatises: Dialogus Johannis Ottobi Anglici in arte musica,
Excitatio quaedam musicae artis per refutationem, and the

Epistola.?®®

See Knud Jeppesen, "Eine musiktheoretische
Korrespondenz des friiheren Cinquecento," Acta Musicologica
13 (1941): 3-39. See also Bonnie J. Blackburn, Edward E.
Lowinsky, and Clement A. Miller, A Correspondence of
Renaissance Musicians (Oxford: Clarendon Press, 1991).

2°see Albert Seay, ed., Johannis Octobi tres
tractatuli contra Bartholomeum Ramum, vol. X, Corpus
Scriptorum de Musica (Rome: American Institute of
Musicology, 1964). The Excitatio is of special interest to
the present study; this treatise contains quotations that
have been extracted from the Musica practica followed
immediately afterwards by Hothby's opposing viewpoints.
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In the Dialogus, Section V, Hothby takes Ramos to task
for his assumption that one can determine the mensuration of
a composition without the assignment of a time signature.
Hothby's reaction to Ramos's rebuke concerning the "errors
of excess" has been repeated by other theorists and
musicologists in subsequent centuries; it is a reaction that
has resulted from a misunderstanding of Ramos's intentions,
derived from an extraction of the following statements from
the Musica practica:

For there is no real purpose for things to be done
by many means which can be done by fewer means.®

Therefore, just as those who, lacking foresight, err
by defect [when they] decide that the species without
any sign is perfect, thus also, those who add another
[sign] err by excess, since the perfect can be
distinguished by one [sign]. For example, if a rest of
a long occupies three spaces within a song, they err who
add this sign O2; likewise also if two rests of a
semibreve are found in this way ==, [then] this O or
this O is placed superfluously if minim rests are
arranged in this way ==; especially if both are found,
since otherwise, anyone could say it was placed for the
purpose of indicating that which was lacking.?

Hothby assumes from these statements that Ramos is
advocating the abolishment of mensuration signs. Hothby
arques that, if time signatures were really unnecessary, it

would follow that all other musical symbols upon which

“Bartolomeo Ramos de Pareia, Musica practica
(Bologna: Enrico de Colonia, Biblioteca del Conservatorio,
Liceo Musicale; oggi civico Museo Bibliografico Musicale, 11
maggio, 1482), 67.

#21bid., 70.
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musicians have come to rely upon might likewise be
abolished! Hothby concludes his discussion in the Dialogus
with a rhetorical question, asking if a musician could
actually understand an entire composition without any
written symbols whatsoever.?

Clearly, Ramos was not advocating an abolishment of
all the symbols that clarify the perfection and imperfection
of a composition. As a theorist with a proclivity for
musica practica, Ramos demonstrates that one could determine
the mensuration by examining merely the values of the rests
in a composition, rather than by relying on a multitude of
symbols that only complicate matters of mensural notation.
Clearly, Hothby's criticism that Ramos scught to abolish all
notational symbols is quite absurd and cannot be taken

seriously.

Conclusion
The Musica practica of Bartolomeo Ramos de Pareia has
long been recognized as a significant and controversial
cornerstone in the history of music theory. Ramos's
innovations with regard to tuning and his proposal that
musicians use the octave, rather than the Guidonian
hexachord, as a basis for theoretical organization have had

a profound and long-lasting impact upon the development of

“see Albert Seay, "The Dialogus Johannis Ottobi
Anglici in arte musica," Journal of the American
Musicological Society VIII (1955): 98.
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Western music. Ramos's more "radical" theories served as
the source of polemic debate for decades to come, and his
disciples--loyal and persistent--succeeded in preserving and
transmitting his idealogy to future generations.

Several respected twentieth-century musicologists have
dismissed Ramos as an inconsequential figure in the
development of music theory. This attitude can be
attributed primarily to two factors: the lack of an English
translation and critical evaluation of the Musica practica,
and out-of-context translations of fragments that have
resulted in both accidental and willful misrepresentations
of Ramos's intent.

Upon investigation of the Musica practica, it is clear
that many of Ramos's conterpcraries "borrcwed" his ideas
without giving him due credit. Ramos's ideas appear,
without proper attribution, in the treatises of the most
celebrated music theorists of the fifteenth and sixteenth
centuries, including Nicolaus Burtius, Pietro Aaron,
Ludovico Fogliano, and Gioseffo Zarlino. While it is beyond
the scope of this study to thoroughly investigate all the
innovations proposed by Ramos, to assess their impact upon
the discipline of the history of music theory, and to
decipher the real and invented quarrels that ensued among
Ramos's supporters and opponents, it is hoped that this

translation and critical evaluation of Ramos's Musica
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practica will facilitate future studies in the history of

theory discipline.



CHAPTER II
THE BIOGRAPHY OF BARTOLOMEO RAMOS DE PAREIA

The musical theories of Bartolomeo Ramos de Pareia
became widespread across Spain and Italy with the
publication of his Musica practica (1482); whatever
biographical information that may be surmised about the
author, however, must be gleaned primarily from the Musica
practica itself and from correspondence that ensued between
two of Ramos's disciples--Giovanni Spataro and Pietro Aaron.

The colophon of the Musica practica (A-80) states that
Ramos de Pareia was born in Baeza, a small city in the
province of Baetica (currently the diocese of Jaén in
southern Spain), itself within the jurisdiction of Gienna;
the designation "de Pareia," however, remains a mystery. 1In
the foreword to a recent Latin-Spanish translation of the
Musica practica, Enrique Sanchez Pedrote suggests that the
designation "de Pareia" may stem from a patronymic
derivation.? Attempts to uncover a record of Ramos's birth
in the archives of Baeza and Jaén, however, have been

unsuccessful.

Bartolomeo Ramos de Pareia, Musica Practica, trans.
José Luis Moralejo, with an introduction by Enrique Sanchez
Pedrote (Madrid: Alpuerto Editorial, 1977), 7.

19
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The exact date of Ramos's birth remains unknown; based
upon the events of his life, however, we are able to surmise
an approximate date of birth of 1440. The primary basis for
this conjecture is a statement in the Johannis Spadarii
musices ac Bartholomei Rami FPareie honesta defensio in
Nicolai Burtii Parmensis opusculum (1491), in which Spataro
informs us that Ramos spent ten years in writing the Musica
practica before its publication in 1482:

Read a little of that profound doctrine of my
[teacher] Pareia and you will understand the truth. For
ten years had already passed since he had written that
book and still he did not wish to publish it. However,
the entreaties of his friends have been so enthusiastic
that perhaps he will publish the third part.?

Moreover, Ramos himself mentions in the Prologue to the
Musica practica that, over a lengthy duration, he had
extracted information from the primary treatises of the
discipline in order to provide a compendium and summary for
the student:

After a long period of many sieepless nights and
continual nocturnal studies, I have been able to collect
[information] from the readings of the most esteemed
authors and from the instruction of the most famous
teachers. From this [effort]--as if from some

overflowing and general source--one will be permitted
with extremely quick and easy study to absorb all

"Legi un poco quella piena doctrina del mio
Pareia et intenderai la verita, che za erano diece anni che
havea facto quel libro: et anchora non lo voleva porre
fora: se non che tanto furono 1i preghi de 1i amici, che
quasi la terza parte divulgo." Spataro, Honesta defensio,
fol. 14.
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[these things] and reach the highest pinnacle of music
by the most tranquil course.?

Having such a familiarity with the theories of both
his predecessors and his coantemporaries, it is reasonable to
assume that Ramos was a mature musician by the publication
of the Musica practica in 1482 and, consequently, it is
reasonable to suggest a birth year of 1440 in the absence cf
any reliable documentation.

An examination of Ramos's treatise reveals that its
author was indeed well-educated. To the credit of the
author, much of his knowledge appears to have been self-
acquired; he acknowledges only a single teacher--the
Spaniard Juan de Monte, "who was the first to instruct me in
the rudiments of music . . .,"* and whom Ramos elevates to
the status of such musical celebrities as Ockeghem, Busnois,
and Dufay.® The exact dates or duration that Ramos was in
contact with Juan de Monte is unknown; what is known is that
de Monte was highly respected both as a practicing musician-
theorist, and that he served as cantor at the pontifical
chapel of Nicolas V between 1447-57.

As one might expect, artistic and literary records

provide no information about Ramos's physical appearance.

‘Ramos de Pareia, Musica practica, 1.

‘"qui fuit primus qui me musices imbuit

rudimentis . . ." 1Ibid., 69.

S"Et istud servat Ockeghem, Busnois, Dufai et Johanis
de Monte et alii viri in hac facultate famosi." Ibid., 66.



22

A brief remark by Spataro, however, in response to the
sarcastic remarks expressed by Nicolaus Burtius in his
Musices opusculum,® confirms that Ramos was short of
stature (this response also gives us a glimpse of Spataro's
loyalty and his determination to defend his teacher against
even the most inconsequential of criticisms):

By saying that he is a short man, you [Burtius] actually

honor him, since the majority of learned men are short

rather than tall, and the reason is this: their head is
closer to their heart.’

Ramos's Tenure at the University of Salamanca

The first professorship of music acquired by Ramos was
at the University of Salamanca, a chair that had been
established in the thirteenth century by Alfonso X "el Rey
Sabio" as the first chair of music in a European university.
University records indicate that Ramos held this position

for several years, beginning in 1452. The position was

é"Condoleo patres ac fratres venerandi de huius
homuncionis insulsissimi ostentatione et arrogantia omnino
deridenda, qui veluti stercus in Hispaniae finibus velit his
sanctissimis patribus doctrina, consilio, prudentiamque, nec
non et sanctitate praeponi. O insaniam! O verecundiam non
ferendam!" Translation: "Venerable fathers and brothers, I
feel severe pain on account of the ostentation and complete
arrogance of this very silly little man who, as the dung of
Spain, desires after death to be placed above these most
holy fathers as a result of his teaching, judgment,
prudence, and integrity. O how insane! O the unbearable
shame [of it all]!" Burtius, Musices opusculum, fol. c2v.

"In quello che tu dici lui esser homo piccolo, 1li fai
grande honore, perche li homini piccoli sono la magior parte
piu docti che li grandi e la ragione e questa: perche hanno
il capo piu appresso al core." Spataro, Honesta defensio,
fol. 19v.
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undoubtedly prestigious, given the fact that Salamanca was
one of the most important cultural and humanistic centers in
the fifteenth and sixteenth centuries. Music played a
prominent role in the academic affairs and traditions at the
university.®

A royal decree of 1538 established the duties of the
professor of music to include addressing the various topics
of musica speculativa for half the available lecture
allotment, with the remaining class time expended on aspects
of musica practica: plainsong, mensural music, and the
writing of counterpoint exercises. These statutes also
reveal that lectures in the discipline of music, along with
those in astrology and gramatica de menores, were not
invariably delivered in Latin, but that lectures in the
vernacular were acceptable.’ Although these statutes were
confirmed in 1538 (somewhat later than Ramos's tenure at the
university), they provide insight into the academic
atmosphere that Ramos must have enjoyed while residing in
Salamanca.

The long history of theoretical disputations between
Ramos and his contemporaries begins in Salamanca with Pedro

Martinez de Osma, a professor of music and theology residing

8Nan Cooke Carpenter, Music in the Medieval and
Renaissance Universities (Norman, Oklahoma: University of
Oklahoma Press, 1958; reprint, New York: Da Capo Press,
1973), 210.

°Ibid., 210-12.
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at the university from 1463-78. It appears that the source
of this particular dispute stemmed from Ramos's lectures on
the teachings of Boethius, particularly in regard to the
differentia musicae and the implementation cf the diatonic,
chromatic, ard enharmonic genera in modern practice.
Evidently, Ramocs responded to Pedro de Osma's attacks with
his first treatise, written in the vernacular Spanish. This
treatise is, unfortunately, no longer extant; proof of its
existence, however, stems from a citation in the Musica
practica, in which Ramos proudly declares himself to be the
victor of the dispute:

However, we have already refuted this publicly in his

[Pedro de Osma's] presence when we were doing research
in Salamanca, and in the treatise that we published in
the mother tongue while on the faculty there. We have
contradicted him on everything to such a degree that he

himself, after viewing and examining my treatise, said:
"I am not as familiar with Boethius as he is."?®

YRamos de Pareia, Musica practica, 32. This treatise
is also referenced in Book IV Chapter 4 of Pietro Aaron's
Lucidario in musica: "Et Bartolomeo Rami in un certo suo
compendio composto in lingua materna dice che gli antichi
dicevano che il contrapunto cvero organizatione non era
altro che considerare la consonanza che fanno duoi soni
overo due voci o piu una piu acuta o piu grave dell'altra
giuntamente profferite." Translation: "And Bartolomeo
Ramis in a certain one of his compendiums written in the
mother tongue says that the ancients believed that
counterpoint--that is, organum--was nothing other than
considering the consonance that two sounds or two voices--
either one higher or lower than the other--produce when they
are sounded at the same time." Pietro Aaron, Lucidario in
musica, vol. LXVIII, Monuments of Music and Music Literature
in Facsimile (New York: Broude Brothers Limited, 1978),
fol. 18v.
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In Pedro de Osma we find a scholar with the true
humanistic spirit of intellectual honesty. Shortly after
this public debate, Pedro de Osma and Ramos became friends
and continued to engage in congenial academic dialogue for
many years thereafter. It should be noted, however, that
the nature of the dispute between Pedro de Osma and Ramos
was quite unlike the malicious polemics that were to later
ensue between Ramos and his critics at the end of the
fifteenth century.

The dispute with Pedro de Osma was not the only
academic challenge for Ramos during his tenure at Salamanca.
It appears that Ramos engaged in a another debate with
Tristan de Silva--a Spanish poet and musician who served at
the chapel of the Portuguese king, Alfonso V--regarding the
nature oi the conjunct and disjunct tetrachord. Despite
their disagreement, however, Ramos appears to have a great
deal of respect for de Silva, referring to him as "the
Spaniard Tristan de Silva--our dearest friend, and a man
with the most sagacious talent."!! Further, in his section
on counterpoint in the Musica practica, Ramos cites Tristan
de Silva as an authority in matters of employing the

diapente and the semidiapente in succession.!? Even while

11bid., 12.

Zrpristanus vero de Silva in quinta, ut ait, non
prohibetur taliter, quoniam potest fieri quinta post
quintam, dum tamen una sit semidiapente, alia vero diapente,
sicut reperimus in cantilena Sois emprantis et in aliis
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noting their points of disagreement, Ramos is careful to
maintain that such differing points of view do not affect
their long-standing friendship. Such is the case in the
passage where Ramos discusses Tristan's endorsement of
Johannes de Muris's view of perfect and imperfect prolation,
an opinion that Ramos perceives as faulty in light of the
doctrine of ancient authorities:

And it is not known by all the singers how the
perfection or imperfection is distinguished in the
prolatio maior, nor [is it known] by some musicians,
such as our friend Tristan de Silva, who affirms the
vulgar opinion of Johannes de Muris [by] saying: "The
prolatio perfecta is major and the [prolatio] imperfecta
is minor." We wish to reject this, first with the
authority of the ancients and [then] with an example and
mathematical demonstration of the progressive
moderns.®?
As in the case of the debate with de Osma, the dispute
between Ramos and de Silva was relatively mild compared to
the later attacks that would be made by Burtius, Hothby, and

Gaffurius.

antiquioribus." Translation: "For as Tristan de Silva
says, 'It is not prohibited in such a manner on the fifth,
since a fifth after a fifth can be made as long as one is a
semidiapente and the other is a diapente, as we find in the
song Sois emprantis and in other more ancient [songs].'"
Ibid., 51.

¥Ibid., 68.

Y“The only other musician of whom Ramos speaks with
such fondness is Johannes de Urrede, a Flemish composer
active in Spain during the second half of the fifteenth
century who served as Kapellmeister for Ferdinand V. Ramos
expresses his high esteem for de Urrede, referring to him as
"carissimus noster regis Hispaniae capellae magister."
Ibid., 67.
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In the epilogue of the Musica practica, Ramos refers
to a second treatise that he had written in the vernacular
during the Salamanca period--the Introductorium or
Isagogicon. 9Our only knowledge of this document comes from
remarks that Ramos himself provides in the Musica practica,
in which he recommends this treatise to the musician who
seeks an easier path in an attempt to avoid the tedious
arguments of musica speculativa:

But whoever desires to take the true and easy path
of this discipline without the obscurity of arguments
[and] without the long digressions of demonstrations and
disapprobations, let him seek our little music book
which we have entitled Introductorium or Isagogicon.
There you will find in abundance the most vital issues
of theory [stated] briefly and clearly. And when you
wish to fortify those things which you will see there
with reasons and consider them in more depth, you will
return to this work which {acts] as a refuge and a
bulwark for that [oth=2r work].®®

Ramos's growth as a scholar is clearly demonstrated by
his authorship oi two treatises while residing in Salamanca.
His compositions of this period include various canons, a
requiem, a mass, and a Magnificat; however, only one of
these works--a four-voice circle canon--remains extant for

examination.?®

Ramos de Pareia, Musica practica, 82.

see Chapter IX of this commentary for a discussion,
facsimile, and transcription of this canon.
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Speculations on Ramos's Place of Residence (1472-82)

Ramos eventually left Salamanca for Italy, although
the specific reasons for this departure and his location of
immediate resettlement are unknown. It is possible that
Ramos may have been asked to leave the faculty at the
University of Salamanca because of his unpopular theories
and the heated debates that were fueled by such theories.
Clemente Terni, historian of theory and author of a Spanish
translation of the Musica practica, suggests that Ramos may
have immediately settled in Naples. Terni bases this
argument on the pclemics that were directed towards Johannes
Tinctoris in the Musica practica; polemics which address the
specific theories that were held by Tinctoris and which may
have been the result of Ramos's provocative discussions with
Tinctoris during his residence in Naples. Terni
acknowledges, however, that his evidence is tenuous at best,
and speculates that Ramos may have alternatively visited the
northern Italian cities of Orvieto, Perusa, and possibly
Arezzo--the home of his predecessor and academic adversary,
Guido d'Arezzo.?

Different locales have been proposed for Ramos's place
of residency in the period 1472-82. Some historians believe

that Ramos was in Bologna as early as 1472, delivering

’Bartolomeo Ramos de Pareja, Misica Préctica, trans.
Clemente Terni, vol. 2, Estudio Preliminar, Edicién Y
Comentarios (Madrid: Joyas Bibliograficas, 1983), 21.
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public lectures and completing the first volume of the
Musica practica; others argque that Ramos spent the
Salamanca-Bologna interim in Florence. The latter theory is
based upon: (1) the testimony of Ramos's student, Giovanni
Spataro, who relates that Ramos visited Florence to review
the choral books at the Church of the SS. Annunziata;® (2)
the appearance of Ramos's four-voice canon Sive lidium in
synémmendn in a Florentine codex,!® which includes
illuminations from the Florentine artists Gherado and Monte
di Giovanni del Flora who were active in Florence during the
latter portion of the fifteenth century;?* and (3) John
Hothby's reference to "ipsi quoque Florentini" [Ramos and
his Florentine associates] in the first section of the
Dialogus Johannis Ottobi Anglici in arte musica.®

Previously discussed is the comment by Spataro that
Ramos spent the ten years 1472-82 in writing and editing the

Musica practica. Albert Seay proposes that, because Spataro

®See Spataro, Honesta defensio, fol. 15v.

Florence, Biblioteca Nazionale Centrale, Banco Rari
229, fol. 3v. See Howard Mayer Brown, ed., A Florentine
Chansonnier From the Time of Lorenzo the Magnificent:
Florence, Biblioteca Nazionale Centrale MS Banco Rari 229,
vol. VII, Monuments of Renaissance HMusic (Chicago: The
University of Chicago Press, 1983), 16-22 and plate 1II.

see Albert Seay, "Florence: The City of Hothby and
Ramos," Journal of the American Musicological Society IX
(1956): 193-95.

“lsee seay, "The Dialogus Johannis Ottobi Anglici in
arte musica," 91-92.
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does not identify the specific city in which Ramos completed
the Musica practica, it is possible that Ramos finished and
circulated the treatise in Florence before his departure for
Bologna. The fact that Hothby indirectly (and derogatorily)
refers to Ramos and his followers as "these Florentines" is
offered as support for this argument. As further evidence,
Seay refers to a letter by Hothby that was addressed to a
Florentine priest;% here Hothby complains about Ramos's
disrespect toward him personally, and claims that Ramos's
radical theories are accepted by neither the Florentine
musical community nor by the rest of the world.

Claude Palisca takes issue with Seay's conclusions in
his article on Ramos in Die Musik in Geschichte und
Gegenwart, proposing that Ramos spent time in Florence
after, but not before, his résidence in Bologna. Palisca
argues that the canon Sive lidium in syné&émmendn was written
after the Musica practica, and dismisses Hothby's letter to
the Florentine priest as inconsequential evidence, viewing
this letter as merely a request that the priest pass along
Hothby's reaction to the attacks that were directed against
him by Ramos in the Musica practica. Palisca believes that
the Musica practica was, in fact, written in Bologna. He
suports this opinion by reference to a remark by Nicolaus

Burtius in the Musices opusculum in which Burtius states

#Magliabecchiana XIX, 36, fol. 74. 1Ibid.
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that he lent his copy of a Guidonian manuscript to Ramos in
Bologna.?®® 1It is suspected that the specific work loaned
by Burtius was Guido's Micrologus--a work that Ramos later

criticized in his Musica practica.

Ramos in Bologna

It is possible that Ramos arrived in Bologna prior to
1482. The colophon to the Musica practica states that Ramos
had been presenting public readings about music--for an
unspecified period--prior to the publication of the
treatise.?® There is little doubt, however, that Ramos was
living in Bologna by 1482; for this was the year that the
Musica practica was published and its colophon clearly
identifies Bologna as the city of publication.

The Archivio di Stato di Modena holds a letter from
the Bolognese nobleman Floriano Malvezzi to the Duke of
Ferrara--Hercules I of Este--that confirms Ramos's lectures

on music in 1482. 1In this letter, Malvezzi refers to Ramos

#rLegisti aliquando private guidonis opusculum: Dum
esses bononie: a me prestitum: et a te non intellectum."”
Translation: "While you were in Bologna you read Guido's
little book in private that you borrowed from me, and you
did not understand [it]." Burtius, Musices opusculum, fol.
azv.

#The A-80 edition of the Musica practica states:
". . . almae urbis Bononiae, dum eam ibidem publice legeret
impressa . . . ." Translation: "[For] it was published in
the nourishing town of Bologna while he lectured publicly
there . . . ." The A-81 edition states: ". . . cum publice
musicam Bononiae legeret . . . ." Translation- "o .
[published] while he lectured publicly on music in Bologna.
. . " See Ramos de Pareia, Musica practica, 82.
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as "that Spaniard who publicly lectures on music in
Bologna."?®® Gaffurius also substantiates Ramos's public
readings in Bologna with a comment regarding Ramos's motet
Tu lumen tu splendor patris:
But your teacher's song Tu lumen tu splendor patris
(which the illiterate wrote while lecturing publicly in
Bologna), enlightened [us] to his practice of the
enigmatic canon with an arrangement of the tenor in this
succession of the third with the fourth.?
Ramos himself affirms his public lectures in Bologna and the
composition of his work, Tu lumen tu splendor patris, with a
brief remark in the Musica practica:
But in the motet Tu lumen where we have established In
perfectione minimorum per tria genera canitur
melorum (which we composed while we lectured publicly in
Bologna), we recommended that any note be worth six
measurements by means of syllables designated on lines
and spaces . . . .7
Ramos was evidently quite satisfied with this motet

due to the fact that it could be performed by implementing

#n, . . quello Spagnolo, che lege publice a Bologna
musica." See Oscar Mischiati, "Un'inedita testimonianza su
Bartolomeo Ramis de Pareia," Fontes Artis Musicae, XIII/I
(1966): 84-86.

26"At cantici ipsius praeceptoris tui Tu lumen tu
splendor patris, quod, dum Bononiae illitteratus tamen
publice legeret, adnotavit, tenoris hoc ordine descripti
quarto tertii practicae suae enigmatis canonem sic
elucidavit." Gaffurius, Apologia, fol. 8v. Note that
Gaffurius does not miss any chance to demonstrate his
disdain for Ramos, here referring to him as “an illiterate."

2Irsed in moteto Tu lumen ubi posuimus: In
perfectione minimorum per tria genera canitur melorum, quod
Bononiae, dum publice legeremus, composuimus, insinuavimus
quamiibet voculam per syllabas in lineis et spatiis
denotatas 6 mensuras valere . . . ." Ramos de Pareia,
Musica practica, 71.
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all three of the genera; not only could it be sung with the
tenor moving diatonically, but chromatically and
enharmonically as well. Gaffurius was less impressed,
however, submitting his opinion that Ramos was "never able
to grasp the true meaning of the chromatic and enharmonic
genera."?® '

Spataro asserts that Ramos was drawn to the city of
Bologna in the hope of receiving the chair in music at the
University of Bologna. In anticipation of being offered
such a position, Ramos had written the Musica practica with
plans for two additional volumes. In the Musica practica,
Ramos promises the reader a more thorough explanation of
various topics--topics that were discussed only
superficially in the Musica practica. Ramos pledges to
address the more difficult speculative topics in a
forthcoming Musica theorica and Musica semimathematica;
unfortunately, this tripartite structure was never realized.

The University of Bologna was a logical career
advancement for Ramos. As in other universities of the
time, music at the University of Bologna had previously been
taught by private teachers who collected payment directly
from their students; at the beginning of 1450, however,

Nicholas V established an endowed position in music at the

*rTnde enigma et canonem ipsum Bartholomaeus
praeceptor tuus, quem imitaris non sane disposuit neque
ipsorum generum spissorum formalem naturam intellexit."
Gaffurius, Apologia, fol. 9v.
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university. Unfortunately for Ramos, this position was soon
abolished due to the opposition of the mathematics faculty,
who felt that the traditional connection between mathematics
and music shculd not be severed. Realizing that the dream
of a salaried position in Bologna would not be realized, and
distraught over the mounting controversy created by his
Musica practica, Ramos prepared to leave the city.

It has been proposed that the date of Ramos's
departure from Bologna was after 1484; this date is based
upon Spataro's testimony that he possessed a "small
treatise" given to him by Ramos in 1484 that was written in
his teacher's own handwriting:

That doctrine is not my own; however, I have extracted
it from a small treatise that was given to me by my
teacher in the year 1484, and that treatise was written
by his own hand.?®
The date of the post 1484 departure, however, is based upon
the assumpticn that Ramos was actually in Bologna when he
gave the treatise to Spataro. It is quite possible that
Ramos had already left Bologna by 1484, and that he sent the
treatise to Spataro from Rome; it is equally plausible that

Spataro may have visited Ramos in Rome and received the

treatise at that time.

vTale doctrina non e mia; ma io 1'ho havuta da un
biculo tractato, el quale me fu donato dal mio preceptore de
l'ano 1484, el quale tractato tengo scripto de sua propria
mano.”" See Gaetano Gaspari, Ricerche Documenti e Memorie
risguardanti la storia dell’arte musicale in Bologna
(Bologna, 1867), 6.
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One can speculate that this "small treatise" may have
been an unfinished manuscript of Ramos's proposed Musica
theorica. Spataro was, in fact, later accused of possessing
unpublished works of his master and of using them to
strengthen his arguments against his teacher's detractors--
an accusation that Spataro strongly denied in a letter to
Pietro Aaron dated 13 March 1532:
There have been many who believed that I have his
complete treatise, and that I have kept it hidden in

order to keep my thefts from being discovered, but I
assure you that they are gravely mistaken.?

Ramos in Rome

Little is known about Ramos after his departure from
Bologna; what little information is known comes from the
Honesta defensio (1491) in which Spataro relates that Ramos
was living in Rome and was enjoying success as a well-
respected member of the musical community:

. « « after he departed from us, appreciation for him
grew dramatically . . . and you know that he is in Rome
now where his merits are recognized more than they were
here among us, since very learned men in each and every
doctrine come together there. He is esteemed there as
master of masters just as, among us, he is well-known by
the wisest men of this art whom you ignore.*

30ngon stati multi, li quali hano creduto che Io habia
tale suo tractato complecto et che Io el tenga oculto,
acioche l1li mei furti non restino scuperti; ma certamente
sono in grande errore." See Rome, Biblioteca Apostolica
Vaticana MS 5318, ff. 236r-v or Bologna, Liceo Musicale MS
B107-3, 399-401.

3n, ., . da poi che lui si parti da nui senza
proportione sonno le laude sue cresciute . . . e adesso
perché tu sai che lui e a Roma, dove assai piu sonno le
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The exact date of Ramos's death is unknown. 1In a
letter to Aaron dated 13 March 1532, Spataro provides
information regarding the possible reasons that Ramos left
Bologna as well as his own theory regarding the cause of his
teacher's death:

As far as the work of my teacher is concerned (which
you desired to have [in its] entirety and complete), I
can tell you for sure that he never finished it, and
[even] the one that is available is incomplete. This is
due to the fact that he had part of it printed in
Bologna, because he believed that he was going to read
it in public [for which he would receive] a stipend.
Then, because of various reasons, it happened that he
did not obtain the public lectureship and he went off to
Rome rather angry, taking with him all the printed parts
with the intention of delivering them in Rome. However,
he never delivered them [there]; for he devoted himself
to a lecherous lifestyle which was the cause of his
death.*

Frangois Jcseph Fétis, in his Biographie Universelle
des Musiciens et Bibliographie Générale de la Musique,

proposes that Ramos was still alive as late as 1521. Fétis

virtu sue cognosciute che qui fra nui, perche ivi concorrenc
homini in ciascuna faculta doctissimi: et e tenuto per
maestro delli maestri come fra nui e noto da homini
sapientissimi in questa da te ignorata arte." Spataro,
Honesta defensio, fol. 23r.

nIn quanto a l'opera del mio preceptore, la quale
desiderati de haver tuta et complecta, Ve dico certamente
che lui ma non dete complemento a tale opera, et quella che
se trova non e complecta, perche lui fece stampare a Bologna
tale particole, perche el se credeva de legerla con
stipendio in publico. Ma in quello tempo acade che per
certe cause lui non hebe la lectura publica, et lui quasi
sdegnato ando a Roma et porto con lui tute quelle particule
impresse con intentione de fornirle a Roma. Ma lui non la
fornite mai, ma lui attendeva a certo suo modo de vivere
lascivo, el quale fu causa della sua morte." See Rome,
Biblioteca Apostolica Vaticana MS 5318, ff. 236r-236v or
Bologna, Liceo Musicale MS B107-3, 399-401.
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based this assumption upon the premise that Spataro, having
published the Errori in that same year, would have menticned
the death of his teacher had such a tragedy occurred.?®
Spanish historians Higinio Anglés and Enrique Sanchez
Pedrote support Fétis in this assumption.3* Conversely,
Stevenson notes that Gaffurius, in his Apologia (1521),
writes that Ramos has "long been dead".®** Whether
Gaffurius is speaking in the literal or figurative sense

cannot, of course, be known with certainty.

Conclusion
The Musica practicz is the only extant treatise
written by the controversial Spanish theorist, Bartolomeo
Ramos de Pareia. Although b;ographié;i-ihformation about
Ramos must be gleaned primarily from private correspondence
between Pietro Aaron and Giovanni Spataro, and the on-going
controversy between the latter and Franchinus Gaffurius, the

treatise itself is rich in content and includes comments

upon the teachings of other fifteenth-century theorists.

3Frangois Joseph Fétis, Biographie Universelle des
Musiciens et Bibliographie Générale de la Musique, 2nd ed.,
S.v. "Ramis ou Ramos de Pareja ou Pereja," (Paris: Firmin-
Didot, 1870-75), VII: 176-79.

3see Higinio Anglés's Diccionario de la MGsica Labor,
s.v. "Ramos de Pareja," and Enrique Sanchez Pedrote's
introduction to the Latin-Spanish translation of the Musica
practica by José Luis Moralejo, 5.

35, . quanquam culpare mortuos leue sit non
responsuros . . . ." Gaffurius, Apologia, fol. a5r. See
also Stevenson, Spanish Music in the Age of Columbus, 56.
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In the Musica practica, Ramos claims to have written a
Spanish treatise concerning his teachings on Boethius at the
University of Szlamanca as well as a Latin treatise on the
fundamentals of music; however, neither treatise is extant.
In the Musica practica, Ramcs discusses several of his own
musical compositions; unfortunately, only the four-voice
canon Sive lidium in synémmendn has survived. Further
evidence of his compositional style would perhaps provide a
clearer understanding of his theoretical propositions as
well as recognition of his talent as a musician. Perhaps,
these lost treatises and compositions may one day be
rediscovered to shed further light on this most colorful

figure in the history of music theory.



CHAPTER III

THE DIVISION OF THE MONOCHORD ACCORDING TO

BARTOLOMEO RAMOS DE PAREIA

The attacks that were directed toward Ramos personally
and toward his theoretical proposals focus primarily upon
two propositions: his alteration of traditional Pythagorean
tuning and his elimination of the hexachordal system as the
organizing framework of Western music theory. Due to its
affect upon traditional Pythagorean tuning, Ramos's division
of the monochord ultimately required him to abandon the
Guidonian hexachordal system. For the fifteenth-century
theorist, however, the concept of auctoritas was an issue
that demanded respect. Ramos's open disregard for the
traditional reverence of the ancients was the insurmountable
obstacle that led to the unwillingness, and even inability,
of his contemporaries to consider his alternative theories.

In his De institutione musica (sixth century),
Boethius provides Western music with its tripartite division
of the music discipline and establishes the categories into
which musicians would fall well into the Renaissance:

Thus, there are three classes of those who are
engaged in the musical art. The first class consists of
those who perform on instruments, the second of those
who compose songs, and the third of those who judge
instrumental performance and song.

But those of the class which is dependent upon

instruments and who spend their entire effort there--

39
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such as kitharists and those who prove their skill on
the organ and other musical instruments--are excluded
from comprehension of musical knowledge, since, as was
said, they act as slaves. None of them makes use of
reason; rather, they are totally lacking in thought.

The second class of those practicing music is that
of the poets, a class led to song not so much by thought
and reason as by a certain natural instinct. For this
reason this class, too, is separated from music.

The third class is that which acquires an ability
for judging, so that it can carefully weigh rhythms and
melodies and the composition as whole. This class,
since it is totally grounded in reason and thought, will
rightly be esteemed as musical. That person is a
musician who exhibits the faculty of forming judgments
according to speculation or reason relative and
appropriate to music concerning modes and rhythms, the
genera of songs, consonances, and all things which are
to be explained subsequently, as well as concerning the
songs of the poets.?!

Further, Boethius establishes the hierarchical order

of the categories of musicians:

Now one should bear in mind that every art and also
every discipline considers reason inherently more
honorable than a skill which is practiced by the hand
and the labor of an artisan. For it is much better and
nobler to know about what someone else fashions than to
execute that about which someone else knows; in fact,
physical skill serves as a slave, while reason rules
like a mistress. Unless the hand acts according to the
will of reason, it acts in vain. How much nobler, then,
is the study of music as a rational discipline than as
composition and performance!?

With respect to the societal role of the theorist, a

profound change may be observed in the fifteenth century.

Previously, the theorist was one who considered himself to

'Anicius Manlius Severinus Boethius, Fundamentals of

Music, trans., intro., and notes by Calvin M. Bower, ed. by
Claude V. Palisca (New Haven, Conn.: Yale University Press,
1989),. 51. See also Boethius, De institutione musica, ed.
by Godofredus Friedlein (Lipsiae: Teubneri, 1867), 225.

?Ibid., 50. See also Friedlein edition, 224.
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be the guide and critic of the performer; he filled his
treatises with speculative theories and wrote primarily for
the approval of his academic peers. In a break with
tradition, Ramos attempts to bridge the gap between the
speculative theorist and the practicing musician. In the
Prologue to the Musica practica, Ramos forewarns the reader
of his emphasis on music as a "practical" discipline, making
his intentions quite clear:

Let no one fear the majesty of philosophy, nor the
complexity of arithmetic, nor the digressions of
proportions. For here, anyone is able to become a most
cutstanding and skillful musician--even if he is
unskilled in everything--provided that he is willing to
devote attention to learning and is not completely
destitute of reasoning. For indeed, inasmuch as we have
desired to serve intelligence, we have retained the
blending of expression and the control of style, so that
in these readings the experts will be able to be amply
refreshed, the poorly educated will be able to make
great progress, and the altogether untrained may be able
to be instructed with the greatest of pleasure. We
undertake [this work] not so much for the purpose of
preparing philosophers or mathematicians here; anyone
instructed only with the first rudiments of grammar may
understand this our [discourse]. Here, the mouse and
the elephant alike can float side by side; Daedalus and
Icarus can fly away together.?

Here Ramos attempts to bring together the two previously

estranged species of the mouse (practicing musician) and the
elephant (speculative theorist). Ramos is well-equipped for
such a task, for as a speculative theorist and a practicing
composer he realizes the necessity of providing instruction

that is useful for the performer--the one who will

‘Ramos de Pareia, Musica practica, 1.
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ultimately realize speculative theories in the manner of
performing compositions.

It is precisely this new understanding of the role and
need of the practicing musician that prompted Ramos to
present an alternative to the cumbersome ratios of
traditional Boethian (Pythagorean) tuning. As acknowledged
by James Barbour, Ramos had no intent of thwarting tradition
just for the sake of innovation by "nailing his ninety-five
theses to the church door";* rather, Ramos sought to make
speculative theory more relevant to the practicing musician.

In Part 1, Treatise 1, Chapter 2, Ramos states that
his division of the monochord--which ultimately results in a
new method of tuning--is rooted in practicality:

The regular monochord is accurately divided by
Boethius with numbers and measurement. Although it is
agreeable and useful for theorists, it is laborious and
difficult for singers to understand. Truly, since we
have promised to satisfy both [the theorists and the
singers], we will render an extremely easy division of
the regular monochcrd. Let no one think that we came
upcn it with ordinary labor, inasmuch as we devised it
with hard work during many sleepless nights, reading and
re-reading the precepts of the ancients and avoiding the

error of the modern theorists. Anyone even moderately
educated will be able to easily understand it.®

‘James Murray Barbour, Tuning and Temperament: A
Historical Survey (East Lansing, Michigan: Michigan State
College Press, 1951; reprint, New York: Da Capo Press,
1972), 4.

*Ramos de Pareia, Musica practica, 4.
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Again, near the end of the Musica practica, Ramos reiterates
his intent to provide a simpler explanation of the
monochordal division:

In the first division of our regular monochord we
have said that Boethius accurately divided his regular
monochord by numbers and measurement. -However, for the
sake of the inexperienced [singers], we have divided our
[monochord] with common fractions by means of a
continuous quantity, so that it would not be necessary
for the student to have previously learned both
arithmetic and geometry; for, without a doubt, he would
fall into error, which we have prevented. 1Indeed, we
have said that neither of these things are necessary in
order for our doctrine to be understood--provided that
[the student] has been thoroughly instructed in the
beginning rudiments.®

The Tetrachord and the Three Genera

An understanding of Ramos's proposed division of the
monochord requires a familiarity with the monochordal
division espoused by Boethius as well as an understanding of
the earlier Greek system, out of which the Boethian system
emanated.

The Greek musical system was divided into two
compcnents: the Greater Perfect System (GPS) and the Lesser
Perfect System (LPS). The GPS consists of a descending
scale of two octaves, comprised of four tetrachords (each
with a fixed intervallic pattern of tone--tone--semitone)
plus an additional note. The tetrachords of the GPS are
linked either conjunctly (a synaph&, in which the

tetrachords share a common pitch) or disjunctly (a

®Ibid., 76.
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diazeuxis, in which the tetrachords are separated by a whole
tone) to span the range of an octave plus a seventh. The
two-octave scale was made complete by the addition of a
pitch one whole tone below the lowest tone of the fourth
tetrachord. The highest tetrachord of the GPS was given the
designation hyperbolaicn, followed by the tetrachords--in
descending order--diezeugmenén, mesdn, and hypatdn. The
lowest note of the gamut was identified as proslambanomenos,
while the other individual notes within the tetrachords were
identified both by their tetrachordal encompassment as well
as by their relative position within the individual
tetrachord (see Table 1).

In Part 1, Treatise 1, Chapter 3 of the Musica
practica, Ramos explains the Greater Perfect System
according to the (incorrect) description given by Boethius
in the sixth century, i.e., from the lowest hypatdn
tetrachord to the highest hyperbolaién tetrachord. This
reversal is wholly in accordance with Boethius's
transmission of the GPS, brought about by Boethius's
misunderstanding of Greek theory.

Likewise, both Boethius and Ramos reverse the order of
the Lesser Perfect System. The Lesser Perfect System (LPS)
consisted of three conjunct tetrachords with the addition of
proslambanomenos in the lowest position. The LPS differed
from the GPS by the absence of the tetrachord hyperbolaidn,

and by the substitution of a conjunct synémmenén tetrachord
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TABLE 1

THE GREATER PERFECT SYSTEM
ACCORDING TO BOETHIUS

| Proslambanomenos
T
—3 Hypate Hypaton
S
Tetrachord c Parhypate Hypaton
Hypatdn T -
d Lichanos Hypaton
conjunct T _ _
synaphé& L—e Hypate Meson
S
Tetrachord f Parhypaté Meson
Mesén T _
g Lichanos Meson
T
a Mese
disjunct T _
diazeuxis —b Paramese
S
Tetrachord ct Tritée Diezeugmenon
Diezeugmendn T o _
da: Paranete Diezeugmenon
conjunct T _ _
synaphé& L—et Nete Diezeugmenon
S
Tetrachord £ Trite Hyperbolaion
Hyperbolaidn T o _
gt Paranete Hyperbolaion
T
al Nete Hyperbolaion

for the disjunct diezeugmendn tetrachord. The synémmenén
tetrachord (a, bbé, c, d) results in a fixed intervallic
pattern of semitone--tone--tone. Table 2 illustrates the

arrangement of the tetrachords in the Lesser Perfect System.
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TABLE 2

THE LESSER PERFECT SYSTEM
ACCORDING TO BOETHIUS

A Proslambanomenos
T
—B Hypate Hypaton
S
Tetrachord c Parhypate Hypaton
Hypatdn T _
d Lichanos Hypaton
T
conjunct L—e Hypate Meson
S
Tetrachord f Parhypate Meson
Mesén T _
g Lichanos Meson
— T
conjunct a Mese
S
bb Trite Synemmenon
T
Tetrachord ct Paranete Synemmenon
Synémmendn T oo _ _
—d? Nete Synemmenon

In Greek theory, the GPS and LPS were combined through
the addition of the tetrachord synémmenén to the Greater
Perfect System, creating a fusion called ametaboldn
(immutable). Ramos disapproved of his contemporaries
employing the Immutable System; he felt it was contrary to
the descriptions that were provided by Boethius and
therefore, unacceptable. 1In Part 1, Treatise 1, Chapter 5
of the Musica practica, Ramos admonishes his friend Tristan
de Silva for his employment of the Immutable system that

uses the five tetrachords hypatdn, mesdén, diezeugmendn,
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synémmendn, hyperbolaidn, and for his misunderstanding of
the conjunct and disjunct nature of the synémmendén and

diezeugmendn tetrachords:

Truly, it was discussed and demonstrated above that
the synémmenén tetrachord is conjunct but the
diezeugmendn [tetrachord] is disjunct. However, some
[people] being ignorant of this (as we have found in a
long dispute with the Spaniard Tristan de Silva--our
dearest friend, and a man with the most sagacious
talent) establish the diezeugmendn [tetrachord] after
they reach mes&. After this, they place the synémmenodn
[tetracherd], [and] then the hyperbolaidn. And thus,
they cause the nété hyperbolaidén to stand apart from the
proslambanomenos by [the distance of] three strings
beyond a bisdiapason, which is clearly contrary to the
truth and the teaching of Boethius.’

Likewise, Ramos criticizes Marchettus de Padua for the
employment of an Immutabie System that merely adds the
synémmendn tetrachord to nét& hyperbolaién by conjuncticn
and for the appendage of two additional pitches:

Indeed, I do not doubt that [Marchettus] may be saved,
since Christ on the cross prayed for those who know not
what they do. A certain brother--the Frenchman Johannes
Carthusiensis--saves him by saying that he is "both
untrained and deserving of chastisement." However, I
value this Marchettus so much that I have no doubt that
four marchetti could be swallowed down together in one
gulp by the Frenchman Roger Caperon . . . .

. « « And thus, sinking into the error of others,
[Roger Caperon also] establishes [a total of] twenty
strings.®

It is surprising that Ramos attacks Marchettus with
such vehemence, for Marchettus, unlike Tristan de Silva,
continued to preserve the conjunct and disjunct character of

these tetrachords. Here, however, we see Ramos following

"Ibid., 12.

SRamos de Pareia, Musica practica, 12-13.
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the mandates set down by Boethius, preserving the Greater
Perfect System of fifteen pitches and the Lesser Perfect
System of eleven. Ramos was appalled by Marchettus's use of
the Immutable System and by his extension that incorporated
twenty notes by the addition of the pitch I’ at the bottom of
the gamut and the pitch e at the top.

In Greek theory, the inner two notes of each
tetrachord could be altered to effect a "modulation"” by
means of three different genera--diatonic, chromatic, and
enharmonic. The two outer notes of the tetrachord were
considered "immovable" and thus provided tetrachordal
stability for the variable inner notes.

The "diatonic" genus of the tetrachord is comprised of
a semitone followed by two tones (E F G A), the "chromatic"
genus of two semitones plus a semiditone of some sort (E F
F# A), and the "enharmonic" genus of two quarter tones plus
a ditone (E E* F A).° 1In this regard, Ramos follows
Boethius's discussion in Book I, Chapter 23 of De
institutione musica, which contains an explanation and
illustration of the use of the three genera and from which
the three scales of the diatonic, chromatic, and enharmonic

genera are generated.!® Theorists typically recognized six

The asterisk symbol denotes the raising of a note by
a quarter tone.

®Boethius, Fundamentals of Music, 43. See also
Friedlein edition of De institutione musica, 216-17.
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variants or "shades" of the genera, that is--two diatonic,
three chromatic, and one enharmonic; however, for the
purposes of this study a discussion of their most typical
forms will suffice.

In his comprehensive survey of monochord division,
Cecil Adkins proposes that "within limits, the upper
interval in the enharmonic and chromatic genera and the
upper two intervals in the diatonic seem to be the real
determinants of genus."!! Adkins confirms his assertion
with a discussion of J.F. Mountford's article, "The Musical
Scales of Plato's Republic," which demonstrates that the two
most common variations of the diatonic genus (256:243 x 9:8
X 9:8; or 16:15 x 9:8 x 10:9) result in the whole tone
ratios of 9:8 and 10:9, while the three possible variations
of the chromatic genus (28:27 x 15:14 x 6:5; or 28:27 x
243:224 x 32:27; or 22:21 x 12:11 x 7:6) focus recurrently
upon the pure minor third of 6:5, and finally, the
tetrachordal division of the enharmonic genus (28:27 x 36:35
X 5:4) results in the pure major third of 5:4.%2

Ramos believed that the three genera had been abused
by contemporary theorists and sought to resurrect their

correct use by means of his own theories. Examination of

lsee Cecil Dale Adkins, "The Theory and Practice of
the Monochord" (Ph.D. diss., State University of Iowa,
1963), 43.

23.F. Mountford, "The Musical Scales of Plato's
Republic," The Classical Quarterly XVII (1923): 133.
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Ramos's division of the monochord demonstrates that Ramos
did, in fact, implement the "real determinants" of the
genera in his tuning by employing the pure major third
(5:4), the pure minor third (6:5), and the two different

whole tones (10:9 and 9:8).

Pythagorean Tuning

To comprehend the radical innovations that resulted
from Ramos's division of the monochord, an understanding of
both the authority and mechanics of Pythagorean tuning is
required. The tuning that was attributed to Pythagoras
(fifth century B.C.) had enjoyed a long-standing and
unchallenged tradition throughout the Middle Ages and well
into the Renaissance until the new emphasis upon
practicality initiated its decline. Due to the simplicity
of its application on the monochord, Pythagorean tuning had
retained its popularity among speculative theorists who
revelled in concrete evidence; practicing musicians,
however, preferring the sound of pure intervals and
contending on a daily basis with the ever-increasing use of
musica ficta, eventually rejected Pythagorean tuning in
favor of alternative and more "practical" tunings.

Pythagorean tuning is based upon a preponderance of
perfect fifths (3:2). Beginning on the pitch F and
continuing in a series of perfect fifths (i.e., F ¢ g d* at

e? b?), Pythagorean tuning can generate seven pitches that
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can subsequently be combined into a single octave scale. An
alternative demonstration of the scale occurs through the
superparticular ratios of the numbers from one to four,
which are used to designate the consonances of the perfect
octave (2:1), the perfect fifth (3:2), and the perfect
fourth (4:3). This method was especially useful for
demonstrating the ratios upon the monochord, because the
remaining pitches of the system could be deduced by
calculating the differences between these various intervals.
Table 3 illustrates such a deduction of the various
intervals, while Table 4 demonstrates the formation of the
Pythagorean diatonic scale by means of five whole tones
(each possessing a 9:8 ratio) and two semitones (each
possessing a ratio of 256:243).

The necessity for temperament, or the slight
adjustment for "purer" tunings in instrumental music, is a
consequence of the enharmonic discrepancy that occurs in a
series of pure intervals. The generation of three pure
major thirds, for example, fall short of a pure octave by
the lesser diesis--approximately one-fifth of a whole tone
(41.1 cents); the generation of four pure minor thirds
exceed the pure octave by the greater diesis (62.6 cents);

the generation of twelve pure fifths result in the
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TABLE 3

THE DEDUCTION OF THE PYTHAGOREAN RATIOS
FROM THE DIFFERENCES OF THE INTERVALS®:

Perfect 8ve - Perfect 5th = Perfect 4th
(2:1) - (3:2) = (4:3)
Perfect 5th - Perfect 4th = wWhole Tone
(3:2) - (4:3) = (9:8)
Perfect 4th - 2 Whole Tones = Diatonic Semitone
(4:3) - (9:8)2 = (256:243)
Perfect 4th - wWhole Tone = Minor 3rd
(4:3) - (9:8) = (32:27)
Minor 3rd - Whole Tone = Minor Semitcne
(32:27) - (9:8) = (256:243)
Whole Tone - Minor Semitone = Major Semitone
(9:8) - (256:243) = (2187:2048)
Major Semitone - Minor Semitone = Comma
(2187:2048) - (256:243) = (531441:524288)
TABLE 4

THE PYTHAGOREAN DIATONIC SCALE

9

[
o o)

9:8 256:243 9:8 9:8 9:8 256:243

Cc D E F G A B c

3See C. André Barbera, "Pythagorean Scale," The New
Harvard Dictionary of Music, ed. by Don Michael Randel
(Cambridge, Mass.: The Belknap Press of Harvard University
Press, 1986), 672-73.
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Pythagorean comma (an enharmonic difference of 23.5
cents) .

Although the octave, fifth, and fourth are "pure" in
Pythagorean tuning, the disadvantage of this systeﬁ becomes
apparent in the practical employment of thirds; these are
not only "impure," but are considerably "sharp." The sum of
four perfect fifths above the pitch C, for example, will
produce an E whose ratio is 81:64 rather than the pure third
5:4. The discrepancy inherent in the difference between
these two ratios--the syntonic comma--subsequently became a
source of dispute between those theorists who preferred the
pure fifths of Pythagorean tuning and those who subscribed
to alternative tunings that allowed for pure thirds and

sixths.

Traditional Applications of the Monochord

The monochord was used by the Greeks as early as sixth
century B.C. to test the mathematical ratios of musical
acoustics. Although this device figures significantly in
the history of music theory, its actual construction is

quite unpretentious:

4Mark Lindley, "Temperaments," vol. 18, The New Grove
Dictionary of Music and Musicians, ed. by Stanley Sadie
(London: Macmillan Press Limited, 1980): 660-61.
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A device consisting of a single string stretched
over a long wooden resonator to which a movable bridge
is attached so that the vibrating length of the string
can be varied.?

By the time of the Renaissance, the monochord had
assumed three primary functions in the disciplines of
speculative and practical theory: (1) to visually and
audibly demonstrate intervallic proportions; (2) to aid and
instruct singers in the study of intonation through the
comparison of various intervals; and (3) to serve theorists
in experiments with new methods of tuning and in their
application to the construction of new instruments.®

Adkins explains that three basic acoustical systems
can be applied to the monochord: (1) a proportional system
that is a result of the manual division of the monochord--a
division in which a "linear mechanical operation" is
utilized with a single, tensioned string; (2) a system
utilizing various string lengths to effect a comparison of
the pitches; and (3) a system of "cents"--a nineteenth-
century measurement of one one-hundredth of a semitone that

provides a constant for the comparison of wvarious

intervals. Because Ramos proposes a manual division,

_ willi Apel, "Monochord," The Harvard Dictionary of
Music 2d ed. (Cambridge, Mass.: Harvard University Press,
1972), 537-38.

1*Adkins, "The Theory and Practice of the Monochord,"
192-93.

Y1bid., 12-17.
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this discussion focuses upon the aspects inherent to the
first category; measurement by cents, however, will be used
to clarify discrepancies between the Pythagorean division of
the monochord and the division proposed by Ramos.

Adkins further notes that the monochord division is
discussed in terms of either sub-superparticular or
superparticular proportions. A division that compares the
sound of the total length of the string (the lowest pitch)
to a higher stopped note produces sub-superparticular
proportions (e.g., 8:9, 2:3, etc.), whereas a division that
compares the sound of a stopped note (usually two octaves
above the fundamental pitch) to another stopped note below
this pitch produces superparticular proportions (e.g., 9:8,
3:2, etc.). Thus, an "ascending division" occurs by means
of the sub-superparticular proportions that arise from
lower- to higher-sounding pitches through the employment of
increasingly shorter pocrtions of the string, whereas a
"descending division" occurs by means of the superparticular
proportions that result from the employment of increasingly
longer portions of the string from higher- to lower-sounding

pitches.®®

Ramos's Division of the Monochord

Ramos's monochordal division is based upon the

Boethian ascending division. At the beginning of the Musica

1%Ibid., 19-24.
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practica, Ramos describes a monochordal division that
provides the seven notes of what is essentially a two-octave
A natural minor scale notated with the letters A-P. It
should be noted that Ramos includes the pitch B) even in
this simple division of the monochord. Later, in Part 1,
Treatise 2, Chapter 5, he provides those notes that are
needed to complate the chromatic scale (C#, Eb, F#, and Ajb).
Ramos's division of the monochord results in sub-
superpgfticular proportions; Ramos is not, however,
particularly conscientious in his description of these
proportions. In Part 3, Treatise 1, Chapter 3, Ramos
discusses the relationships of the sounds produced by the
entire string in comparison to increasingly shorter
portions, i.e., in comparison to higher stopped notes.
In this discussion, Rames incorrectly describes these
proportions as "superparticular" rather than "sub-
superparticular.”"” This oversight does not affect the sound
of the pitches; it may, however, prove confusing for those
concerned with the speculative aspects of his division. The
technique of an ascending or descending derivation is not a
significant matter for Ramos. Although his step-by-step
method proposes an ascending division, he notes that one can
either compare the high sound to the low sound or vice-
versa, and that this option will not make a difference in

pitch:
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Let the stretched string be struck in its entire length
and let the sound be noted. Then, let the finger, or
something else more accurate and indeed not very wide,
be placed above [the string] and again let the string be
struck: the result will be that it emits a considerably
higher sound. And when you will have considered a
comparison of the higher sound with the low sound or, if
you prefer, the lower sound with the high sound, you
will perceive the distance to be that of a tone.?®
As previously mentioned, Ramos's division of the
monochord does not appear to be an attempt to effect a new
system of tuning; rather, it is the result of his avid
interest in providing a simpler division for the practicing
musician, and possibly of an attempt to reflect the type of
ratios that were actually being sung by the performers of
his time. While Ramos may not have intended to create a new
tuning, a new tuning was, in fact, advanced by Ramos in the
Musica practica--a treatise that contains the first
published explanation of a complete system of just
intonation. The New Harvard Dictionary of Music defines
just intonation in the following manner:
Any tuning that incorporates five or more
acoustically pure types of interval within the octave;
in the case of diatonic or chromatic scales, those based

on acoustically pure major thirds and acoustically pure
fifths.?

1SRamos de Pareia, Musica practica, 5.

®The New Harvard Dictionary of Music, s.v. "Just
intonation."
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Ramos's monochordal division results in pure perfect
octaves, fifths, and fourths, pure major and minor thirds,
and pure major and minor sixths.Z

In the Errori di Franchino Gafurio da Lodi, Giovanni
Spataro responds to Gaffurius's remark that the syntonic
comma (the difference between the Pythagorean third and the
pure major third, i.e., 21.5 cents) is imperceptible--an
argument used by many theorists to justify their retention
of the Pythagorean tuning.

. « . the more you try to criticize Bartolomé Ramos,
my master, the more you get enmeshed and show clearly
your ignorance, small knowledge, malice, and
obstinacy . . . Bartolomé Ramos has said that (only in
practice, that is in musical usage and activity) the
ditone corresponds to the 5/4 ratio, but not in
speculative music, . . . where the ditone corresponds to
the ratio 81/64 . . . the 81/80 ratio [the syntonic
comma] (which is the difference between the Pythagorean
intervals and the intervals used by experienced
musicians is audible--not imperceptible as in your
above-mentioned chapter you have concluded. For were it
not appreciable, the harsh Pythagorean monochord would
not [have to] be reduced, smoothing [it] to the sense of
hearing . . . Bartolomé Ramos [also] judged that the
difference is perceptible between the 6/5 minor third
and the minor third corresponding to the 32/27 ratio,
because otherwise it would be self-defeating to add the

“plthough Ramos was the first to publish a complete
tuning that incorporated these intervals as pure entities,
he cannot be awarded credit as the first theorist to propose
the use of pure thirds. As early as 1275, Walter Oddington
notes in his De speculatione musice that singers were using
the pure thirds of 5:4 and 6:5 more often than the tertian
ratios of 81:64 and 32:27 extracted from Pythagorean tuning.
See Hugo Riemann, History of Music Theory: Polyphonic
Theory to the Sixteenth Century, trans. with preface,
commentary, and notes by Raymond H. Haggh (Lincoln,
Nebraska: University of Nebraska Press, 1966; reprint, New
York: Da Capo Press, 1974), 94-99.
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81/80 interval in order to reduce the musical intervals
from harshness to smoothness.?®

Comments from the late fifteenth century--such as that
of Gaffurius in the Practica musicae (1496) regarding
participata (the tempering of intervals)--suggest that the
properties of tuning and intonation were gradually becoming
more of an aural consideration governed by the practicing
musician, rather than a speculative issue. Although
Gaffurius advocated the Pythagorean third of 8i:64 rather
than the pure major third of 5:4, he was not completely
inflexible to alterations in Pythagorean tuning. While

quite apart from Ramos on the matter of specific tuning

#n_ ., . quanto piu tu cerchi reprehendere Bartoiomeo
Ramis mio preceptore, tanto piu te ne vai intricando: et
fai manifesta la tua ignorantia: poco sapere: malignita:
et obstinatione . . . da Bartolomeo Ramis e stato dicto che
(solo in practica overo in la Musica usitata: et activa el
ditono cadete in la comparatione sesquiquarta: & non in la
Musica speculativa . . . in la quale cade el ditono tra .81.
ad .64. comparati . . . la proportione cadente tra .81. ad
.80. laquale e la differentia cadente tra 1li pythagorici
intervalli: & 1li intervalli da 1li modulanti usitati e
sensibile; & non insensibile come nel predicto tuo capitulo
hai concluso. Perche non essendo sensibile: el duro
monochordo pythagorico non seria riducto in molle al senso
de lo audito . . . da Bartolomeo Ramis e stato inteso essere
differentia sensibile tra il semiditono sesquiquinto & il
semiditono cadente tra .32. ad .27. comparati: perche
altramente: el seria frustratorio la addictione de lo
intervallo cadente tra .81. ad .80. circa el riducere 1i
Musici intervalli de duro in molle . . . ." Giovanni
Spataro, Errori di Franchino Gafuria da Lodi (Bologna,
1521), ff. 21v-22r; quoted and translated by Mark Lindley,
"Fifteenth-Century Evidence for Meantone Temperament,"
Proceedings of the Royal Music Association 102 (1975-6):
4z.
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procedures, Gaffurius was, in fact, probably the first
theorist to suggest the concept of temperament:

Nevertheless, the fifth itself, so organists assert,
leniently sustains a diminution of a very small and
hidden and somewhat uncertain quantity which indeed is
referred to by them as participata.®

In this regard, Barbour notes that the organs which were
tuned according to Gaffurius's instructions were pzobably
closer to equal temperament than to either just intonation
or meantone temperament; for when a Pythagorean fifth of 702
cents is tempered by a "very small and hidden quantity," it
could easily approximate 700 cents--the size of the perfect
fifth in equal temperament.?¢

In addition to a new type of "pure" third, Ramos's
division of the monochord results in a tuning that requires
two types of whole tones--in ratios of 9:8 and 10:9--to
replace the single 9:8 whole tone of Pythagorean tuning.
Barbour calls attention to the fact that the ratios of just
intonation result from a combination of Ptolemy's syntonic-
diatonic tuning and Didymus's diatonic arrangement of the

monochord.® 1Indeed, an examination of Ramos's diatonic

arrangement of the monochord applied to a C major scale

#vTamen quinta ipsa (quod organistae asserunt)
minimae ac latentis incertaeque quodammodo quantitatis
diminutionem patienter sustinet quae quidem ab ipsis
participata vocatur." Book III, Chapter 3, Rule 2,
Gaffurius, Practica musicae, fol. ddir.

%Barbour, Tuning and Temperament, 5-6.

#1bid., 21.
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reveals that Ramos's tuning employs the ratios of Didymus's
diatonic tuning in the lower diatessaron from the pitches
C-F, and Ptolemy's syntonic-diatonic tuning in the upper
diapente from the pitches FP-C. A comparison of Tables 5, 6,

and 7 demonstrates these simiiarities.

TABLE 5

DIDYMUS'S DIATONIC TUNING
APPLIED TO THE C MAJOR SCALE

10:9 9:8 16:15 10:9 9:8 9:8 16:15

TABLE 6

PTOLEMY'S SYNTONIC-DIATONIC TUNING
APPLIED TO THE C MAJOR SCALE

9:8 10:9 16:15 9:8 10:9 9:8 16:15
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TABLE 7

RAMOS'S DIATONIC DIVISION OF THE MONOCHORD
APPLIED TO THE C MAJOR SCALE

10:9 9:8 16:15 9:8 10:9 9:8 16:15

(@]
o
t=
]
(9]
>
s <]
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Initially, Ramos describes a "diatonic" tuning of the
monochord; somewhat later, in Part 1, Treatise 2, Chapter 5,
Ramos provides a "chromatic" tuning with the addition of the
necessary coniunctae (accidentals).?® Table 8 illustrates
the ratios that result when these additional coniunctae are

applied to a chromatic scale beginning on C.

TABLE 8

THE CHROMATIC SCALE
ACCORDING TO PYTHAGOREAN TUNING?’

P

C$ D Eb E F F§ G Ab A Bb B C

Cents:

0 114 204 294 408 498 612 702 816 906 996 1110 1200

?for a thorough explanation of the various meanings
of this term coniunctae, see Chapter VI of this commentary.

*’Barbour, Tuning and Temperament, 90.
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Barbour, however, notes that the series of pitches in
perfect fifths from D to C# (D, A, E, B, F#, C#) lie a comma
lower in Ramos's division than those brought about by

Pythagorean tuning (see Table 9).%

TABLE 9

THE CHROMATIC SCALE
ACCORDING TO RAMOS'S DIVISION OF THE MONOCHORD?

Cc (o 4 D Eb E F F§ G Ab A Bb B Cc

0 92 182 294 386 498 590 702 792 884 996 1088 1200

0 *-1 -1 0 -1 0 -1 0 0 ~1 o -1 0

* (-1 = pitches a comma lower than Pythagorean ratios)

1bid., 89-90. Barbour's tables correctly illustrate
his intended premise. His text, however, contains two
errors: (1) the six notes "lie a comma higher" [sic.,
lower] than the corresponding notes of the Pythagorean
scale; (2) the six notes that lie a comma lower are pitches
in a series of perfect fifths from D-C#, not D-F# as Barbour
incorrectly states in the text.

291bid.
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Conclusion

Ramos's division of the monochord results in the
essential intervals of the three genera, i.e., the two whole
steps of 9:8 and 10:9 indigenous to the diatonic genus, the
minor third ratio of 6:5 from the chromatic genus, and the
major third ratio of 5:4 from the enharmonic genus. An
ardent disciple of Boethius, Ramos was justifiably proud of
the fact that his division of the monochord incorporated the
three genera in modern practice. The desire to prove that
these genera could be used in modern practice may have been
one of the reasons that Ramos was so insistent on creating a
monochordal division with these ratios.

Ramos's method of tuning paved the way for the
monumental changes in harmonic practice that were to be
realized in the succeeding generation. Ramos's division of
the monochord--which utilizes pure thirds and sixths--not
only laid the foundation for Ramos's other controversial
theories, but served as the framework for the tertian-based
harmonic system espoused by the sixteenth-century theorist

Gioseffo Zarlino.



CHAPTER IV

THE APPLICATION AND EVALUATION OF THE MONOCHORD
ACCORDING TO THE DIVISION PROPOSED BY

BARTOLOMEO RAMOS DE PAREIA

In the final chapter before the epilogue to the Musica
practica, Ramos categorizes those intervals which are
pleasing to the ear and those which should be avoided. This
discussion clearly demonstrates the mathematical ratios of
which Ramos approved and disapproved, for he meticulously
assigns "good" and "bad" values to each of them.

Ramos's division of the monochord results in three
types of semitones: a "diatonic" semitone (16:15, 112
cents) that is the difference between the perfect fourth and
the pure major third (4:3 - 5:4); a "chromatic" semitone
(135:128, 92 cents) that is the difference between the whole
tone and the diatonic semitone (9:8 - 16:15); and a
"Pythagorean diatonic" semitone, also referred to as the
limma (256:243, 90 cents), that is the difference between
the perfect fourth and two whole tones (4:3 ~ (9:8)?%).

While several theorists have noted that Ramos fails to
mention that his division necessitates the use of the
Pythagorean diatonic semitone, this must not be construed as
an oversight by the author. Ramos did not propose a tuning
system with the intent of discarding all Pythagorean ratios;

65
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rather, his system was offered as a refinement that
attempted to explain contemporary practice. It should
further be noted that Ramos's chromatic semitone differs
from the Pythagorean diatonic semitone by merely 2 cents
(the schisma).

A small discrepancy from traditional terminology
results when Ramos refers to the chromatic semitone, or
apotome, as the "major semitone."® In the Pythagorean
system, the chromatic semitone (114 cents)--larger than the
diatonic semitone of 90 cents--is labeled the "major
semitone"; conversely, Ramos's diatonic semitone (112 cents)
is actually larger than his chromatic semitone (92 cents).
Thus, Ramos's designation of the chromatic semitone as the
"major semitone" seems inappropriate. To avoid confusion,
and because their mathematical ratios actually correspond in
this manner, Ramos's chromatic semitone will hereafter be
referred to as the "minor semitone” while his diatonic
semitone will be referred to as the "major semitone." Table
10 illustrates the application of Ramos's semitonal ratios
in a chromatic scale beginning on C, as well as Ramos's

designations of "good" and "bad" semitones.

lsee Ramos de Pareia, Musica practica, 13.
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TABLE 10

EVALUATION OF SEMITONES IN CENTS
ACCORDING TO RAMOS'S DIVISION

good bad bad good good good

C cg D Eb E F F# G Ab A Bb B C

L-92 L1124 L-112- 112 L-92- Lg2-
bad good good good bad bad

Type of semitone:
Cc P D c D Cc > P C D Cc D

** (C = chromatic, D = diatonic, P = Pythagorean)

Ratios: 90¢ = 256:243, 92¢ = 135:128, 112¢ = 16:15

Ramos obtains the two types of whole tones (9:8 and
10:9) by incorporating the possible combinations of
semitones that result from his division of the octave. The
major semitone plus the minor semitone produces the major
whole tone (112 + 92 = 204 cents, 9:8); the minor semitone
Plus the Pythagorean limma produces the minor whole tone
(92 + 90 = 182 cents, 10:9).

In his evaluation of the resulting whole tones, Ramos
designates all of the major and minor whole tones as "good,"
but disapproves of the whole tones that are located between

C#-Eb and F#-Ab. This evaluation seems odd in light of the
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fact that these "bad" whole tones are valued at 202 cents--
only a schisma in difference from the major whole tone of
204 cents. Conversely, Ramos unconditionally accepts the
minor whole tones of 182 cents that hold a difference of the
syntonic comma (22 cents)! The possible answer to this
paradox may stem from the fact that Ramos bases his
evaluation upon the specific notation of these intervals,
accepting all whole tones spelled as major seconds but
rejecting those spelled as diminished thirds. Table 11
demonstrates Ramos's evaluation of the whole tcnes and their

corresponding ratios in cents.

TABLE 11

EVALUATION OF WHOLE STEPS IN CENTS
ACCORDING TO RAMOS'S DIVISION

o D E F§ Ab Bb o
L—182—J L—204— L—204— L—202—— L—204— L—204—

good good good bad good good

Ccs Eb F G A B C$

t—02— L—2094—1 L—204— L—182—J L—204— L—204—
bad good good good good good

Ratios: 182¢ = 10:9, 204¢ = 9:8, 202¢ = 9:8 - schisma
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Likewise, in his discussion of "good" and "bad"
semiditones, Ramos accepts the pure minor third (316 cents)
and the Pythagorean semiditone (294 cents), but rejects the
three semiditones located between Eb-F¢, Ab-B, and Bb-C¢,
even though these particular semiditones are only a schisma
greater than the Pythagorean semiditone. According to
Ramos, all semiditones are "good" except where there is a
mixture of one "accidental order" (a mixture of flats and
sharps) with another.? Semiditones that are notated as
minor thirds are acceptable; those that are notated as
augmented seconds are unacceptable. Table 12
demonstrates Ramos's evaluation of the semiditones and their
corresponding ratios in cents.

As in the case of the semiditone, it is again this
difference of a schisma that leads Ramos to label particular
ditones as unacceptable. 1In his monochordal division, Ramos
considers those ditones which are notated as diminished
fourths (C¢-F, E-Ab, F#-Bb, and B-Eb) and which hold the
value of 406 cents to be objectional; conversely, the pure
major third (386 cents) and the Pythagorean ditone (408
cents) that are notated as major thirds are acceptable.
Table 13 demonstrates Ramos's evaluation of the ditones and

their corresponding ratios in cents.

’Ibid., 79.
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EVALUATION OF SEMIDITONES IN CENTS

ACCORDING TO RAMOS'S DIVISION

c Eb F$ A o

' 294 A 296——— L 294 Il 316 I
good bad good good

cs E G Bb cé

' 294 L 316 L 294 'L 296 J
good good good bad

D F Ab B D

' 316 A 294 I 1 296 Il 294 i
good good bad good

Ratios: 294¢ = 32:27, 296¢ = 32:27 + schisma, 316¢ = 6:5

The most interesting discrepancy in Ramos's discussion

of acceptable and unacceptable intervals occurs in his

evaluation of the perfect fifths and perfect fourths.

One

of the major defects of both Pythagorean tuning and just

intonation is the appearance of a perfect fifth--a “wolf

fifth"--that is noticeably out-of-tune in relation to the

other fifths.

In a Pythagorean tuning on C, the wolf fifth

occurs between the pitches G#-Eb; the problem of the wolf

fifth is somewhat mitigated, however, by the fact that the
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TABLE 13

EVALUATION OF DITONES IN CENTS
ACCORDING TO RAMOS'S DIVISION

bad good good
I 406 11 386 11 408 ]
c (o3 E F Ab A (o (0
L 386 1L 406 Il 408 '
good bad good
good good bad
I 408 1T 386 1 1 406 ]
D Eb F§ G Bb B D Eb
' 408 I 406 Il 386 '
good bad good

Ratios: 386¢ = 5:4, 408¢ = 81:64, 406¢ = 81:64 - schisma

fifth G#-Eb would rarely appear in contemporary practice.

In Ramos's tuning system, the wolf fifth occurs between the
pitches G-D--a much more objectionable location. According
to Ramos's tuning, the wolf fifth G-D (40:27) is 22 cents
smaller than the pure perfect fifth (680 cents vs. 702
cents). This difference of a syntonic comma is quite
audible and creates a perfect fifth that is very flat. Yet,
consistent with his previous considerations in regard to the

mixture of the accidental orders, Ramos labels the interval



72
G-D as "good" while designating the interval C#-A5 as a
"useless diapente."?® This "useless interval"” holds the
value of 700 cents--only a schisma difference from a pure
perfect fifth! Once again, Ramos chooses to accept the
intervals that are notated as perfect fifths, but rejects

the diminished sixth interval of Cg#-As.

TABLE 14

EVALUATION OF THE DIAPENTE IN CENTS
ACCORDING TO RAMOS'S DIVISION

bad good good
I 700 1T 702 17 702 )
o C$ G Ab D Eb A Bb
L 702 I 680 Il 702 -
good good good
good good
i 702 171 702 ]
A Bb E F B c F§ cs
L 702 L 702 11 702 - L-702—
good good good good

Ratios: 680¢ = 40:27, 702¢ = 3:2, 700¢ = 3:2 - schisma,

3Ibid., 80.
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Likewise, in his discussion of "good" and "bad"
perfect fourths, Ramos accepts the interval D-G (27:20, 520
cents) that is a syntonic comma greater than the pure
perfect fourth, but rejects the augmented third A4/-C# that
is only a schisma greater than the pure perfect fourth (500

vs. 498 cents).

TABLE 15

EVALUATION OF THE DIATESSARON IN CENTS
ACCORDING TO RAMOS'S DIVISION

good good good
I 498 B 498 1 — 498 1
c Cs F F§ Bb B Eb E
' 498 — 498— | 498 |
good good good
good bad
I 498 1T 500 1
D Eb G Ab c Cg F
L 520 — L 498 '
good good
E A D
' 498 Il 498 !
good good

Ratios: 498¢ = 4:3, 500¢ = 4:3 + schisma, 520¢ = 27:20
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In many ways, Ramos remained a Pythagorean. He
understood that the ditone must "theoretically" correspond
to the Pythagorean ratio of 81:64 but, due to its audible
harshness, he proposed an alternative that provided for pure
major and minor thirds at some of the more common locations.

Ramos well understood that the typical fifteenth-
century performer had little interest in the complicated
ratios of speculative theory. Thus, rather than inundating
the performer with complicated instrumental ratios, Ramos
based his acceptance and rejection of the intervals upon
regular and irregular notational spellings; a method that
the performer could easily understand and subsequently apply

to effect purer thirds and sixths.

Lindley's Misinterpretation (1975) of Ramos's Tuning

In "Fifteenth-Century Evidence for Meantone
Temperament," Mark Lindley asserts that Ramos is a proponent
of meantone temperament--tempering fifths in order to
acquire more resonant thirds and sixths. This assertion is
grounded upon Lindley's manipulative and incorrect
translation of Ramos's text, and justified by references to
other period writings (including those of Gaffurius--Ramos's
strongest opponent). Lindley's interpretation of Ramos's
theories are, for the most part, nothing less than

incredible leaps to unsubstantiated conclusions.
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Lindley is correct to point out that Ramos oddly
categorizes the wolf fifth G-D as a "good" interval while
disapproving of the interval C#-Aj but, as explained above,
Ramos's intervallic evaluations are based upon the specific
notation of the intervals rather than upon the actual value
of the mathematical ratios themselves.

Lindley states that he could accept Ramos's tuning as
a "Pythagorean" tuning if only Ramos had dismissed the
interval C#-A6 as a "bad" fifth. Lindley explains that
either this Pythagorean tuning designation would be based
upon a wolf fifth from C#-Ab ("in which the thirds that beat
profusely are labelled 'good' and those nearly pure
'‘bad,'"), or that Ramos's division is essentially a "regular
meantone temperament with three flats and two sharps."* An
analysis of Ramos's evaluation of ditones (see Table 13
above), however, demonstrates the inaccuracy of Lindley's
assertion. ile it is true that Ramos labels the intervals
that "beat profusely" (408 cents) as "good," the thirds that
Ramos labels as "bad" can hardly be called "nearly pure," as
categorized by Lindley. Ramos's "bad" thirds are only a
schisma in difference from his *good" thirds (406 vs. 408
cents), and the "bad" thirds are actually closer to the pure

intervals of 386 cents than to his "good" thirds.

‘Lindley, "Fifteenth-Century Evidence for Meantone
Temperament," 41.



76
If one were to rely, as did Lindley, upon the comments
of Ramos's contemporaries in order to understand the
inconsistency in Ramos's terminology, a degree of clarity
may be found in the passage where Spataro discusses the
theoretical vs. practical nature of specific intervals:

. . . the more you try to criticize Bartolomé Ramos,
my master, the more you get enmeshed and show clearly
your ignorance, small knowledge, malice, and
obstinacy . . . Bartolomé Ramos has said that (only in
practice, that is in musical usage and activity) the
ditone corresponds to the 5/4 ratio, but not in
speculative music, . . . where the ditone corresponds to
the ratio 81/64 . . . the 81/80 ratio [the syntonic
comma] (which is the difference between the Pythagorean
intervals and the intervals used by experienced
nusicians is audible--not imperceptible as in your
above-mentioned chapter you have concluded. For were it
not appreciable, the harsh Pythagorean monochord would
not [have to] be reduced, smoothing [it] to the sense of
hearing . . . Bartolomé Ramos [also] judged that the
difference is perceptible between the 6/5 minor third
and the minor third corresponding to the 32/27 ratio,
because otherwise it would be self-defeating to add the
81/80 interval in order to reduce the musical intervals
from harshness to smoothness.®

v, . . quanto piu tu cerchi reprehendere Bartolomeo

Ramis mio preceptore, tanto piu te ne vai intricando: et
fai manifesta la tua ignorantia: poco sapere: malignita:
et obstinatione . . . da Bartolomeo Ramis e stato dicto che
(solo in practica overc in la Musica usitata: et activa el
ditono cadete in la comparatione sesquiquarta: & non in la
Musica speculativa . . . in la quale cade el ditone tra .81.
ad .64. comparati . . . la proportione cadente tra .81. ad
.80. laquale e la differentia cadente tra 1li pythagorici
intervalli: & li intervalli da 1li modulanti usitati e
sensibile; & non insensibile come nel predicto tuo capitulo
hai concluso. Perche non essendo sensibile: el duro
monochordo pythagorico non seria riducto in molle al senso
de lo audito . . . da Bartolomeo Ramis e stato inteso essere
differentia sensibile tra il semiditono sesquiquinto & il
semiditono cadente tra .32. ad .27. comparati: perche
altramente: el seria frustratorio la addictione de lo
intervallo cadente tra .81. ad .80. circa el riducere 1li
Musici intervalli de duro in molle . . . ." Spataro,
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Lindley interprets this passage, in which Spataro discusses
the syntonic comma, as evidence that Ramos promoted meantone
temperament; Spataro, however, makes no mention in this
passage of tempering the fifths or of any division of the
syntonic comma into fourths--a necessary requisite in the
generation of meantone temperament. Moreover, the wolf
fifth that would arise from meantone temperament falls
between GZ-E) (approximately 59 cents larger than the wolf
fifth of just intonation), whereas the wolf fifth in Ramos's
tuning occurs between G-D. Spataro does, in fact, refer to
a tuning discrepancy, but it is not the discrepancy between
Pythagorean tuning and meantone temperament as Lindley
asserts; rather, it is a discrepancy between Pythagorean
tuning and just intonation.

Lindley continues his discourse by addressing Ramos's
disregard for the necessity of having a pure fifth on C#-GZ#.
Because Ramos's monochordal division uses the pitch Aj
rather than G#, Ramos proposes cadential alternatives that
can be utilized by the performer in order to avoid the
interval of C#-G# which, he claims, is a "useless diapente,
since it is rarely made and, to tell the truth, should never

be made."¢

Errori di Franchino Gafuria da Lodi (Bologna, 1521), ff.
21v-22r; quoted and translated by Mark Lindley, "Fifteenth
Century Evidence for Meantone Temperament," 42.

®*Ramos de Pareia, Musica practica, 80.
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In order to avoid the problem that results from the
use of Ab instead of G#, Ramos provides an alternative for
the traditional double leading-tone cadence, demonstrated
below in Figure 1. Because Ramos's scale does not have the
pitches D¢ and G#, but rather the enharmonic spellings of Eb
and Ab, Ramos suggests that poor intonation can be avoided
by moving the tenor from Bs down to A, the middle voice from
D to E, and the cantus from G to A. The final result is a
Phrygian cadence, rather than a Lydian cadence. By changing
the cadence in this manner, singers can not only avoid both
the "bad ditone" of B-E) and the "bad major hexad" cf B-Ab
but, as Ramos states, such a transition will not only be
"good," but will be even "better, sweeter, and smoother"’

than the first.

)

" )
58—

Q instead of

HITQ

N bs

Figure 1. Ramos's Proposed Alternative to the Traditional
Double Leading-Tone Cadence
Ramos's suggestion of a cadential alternative to avoid
the G# and the discourse that follows clearly demonstrates
his interpretation of the A cadence as a representative of
the deuterus, rather than the protus, mode. In Musica

Ficta: Theories of Accidental Inflections in Vocal

’Ibid.
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Polyphony from Marchetto da Padova to Gioseffo Zarlino,
Karol Berger notes that there was considerable disagreement
during the period regarding the modal interpretation of the
A cadence, especially in regard to the choice of which
leading tone should be implemented by the performer.® Most
theorists maintained that A was the finalis of the protus
mode and, therefore, such a finalis implied a lower leading
tone G#; Prosdocimus, Ugolino, and Ramos, insisted that A
was the finalis of the deuterus mode with a key signature of
one flat and, therefore, such a finalis implied an upper
leading tone of B4.? Although examples do exist to provide
evidence that composers did acknowledge the A cadence within
the confines of the deuterus mode--even when there were no
flats in the signature--the overwhelming majority of
fifteenth-century musicians favored the use of the A cadence
within the confines of the protus mode. In fact, no matter
what the mode, there seems to be a preference at cadences

for the implementation of the lower leading tone whenever

®Karol Berger, Musica Ficta: Theories of Accidental
Inflections in Vocal Polyphony from Marchetto da Padova to
Gioseffo Zarlino (Cambridge, Mass.: Cambridge University
Press, 1987) 143-48.

°See Ugolino d'Orvieto's Declaratio musicae
disciplinae, ed. by Albert Seay, vol. II (Rome: American
Institute of Musicology, 1960), 51ff and Prosdocimus de
Beldemandis's Tractatus musice speculative contra Marchetum
de Padua in D. Raffaello Baralli and Luigi Torri, "Il
Trattato di Prosdocimo de'Beldomandi contro Il Lucidario di
Marchetto da Padova," Rivista musicale italiana XX (1913),
750-51.
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possible. There can be little doubt of Ramos's conviction
that the A cadence is representative of the deuterus mode:

And if anyone wishes to say that there [on h]!® the
protus is born again, and the conditions which d held tc
should also be obtained on h, and [that] since d was
shown to have a semitone below and above itself, h also
[ought to proceed] in the same way, we will respond by
saying that the argument does not proceed [logically],
since the former held g, which claims all similitude to
itself below and above in the synémmendn tetrachord.
Nevertheless, fthis is not true] with h, because it
contains two tones below itself. . . .

Therefore, that string [h] is the deuterus in the
conjunct [tetrachord, and it is] as much authentic as it
is plagal.

Ramos's conviction is grounded in logic; his choice for a
modal interpretation of the A cadence within the deuterus
mode rests heavily upon a determination to avoid the
necessity of the pitch G#--a pitch that does not occur in
Ramos's monochordal division.

It should be noted that Ramos does not prohibit the
use of the lower leading tone in the D cadence. 1In his
discussion of counterpoint, Ramos advises the reader to
change the minor sixth into a major sixth whenever this
penultimate interval leads to the octave, and provides an
example with a lower leading tone (C¢#) instituted by means

of musica ficta (see Figure 2).?

%For Ramos, h refers to the pitch a.
lRamos de Pareia, Musica practica, 80.

2rBut if [the tenor] descends from e to d, or at
another similar piace, the organum must not make k 1 because
it is a minor sixth. But if we wish to do [this], it is
necessary to raise k if we ascend from the lower part [to a
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Further, in his fifth rule of counterpoint--a rule in
which the minor third leads to the unison--Ramos reveals a
bias for the upper leading tone cadence in passages that

come to rest on a unison.

DA )

Figure 2. Ramos's Lower and Upper Leading-Tone Cadences

In the penultimate chapter of his treatise, Ramos
continues his discussion relative to the tuning of g and h,
referring to the fact that the major third above E (G#) will
be out-of-tune in a Burgundian cadence approaching an A
finalis. Ramos advocates the complete elimination of the G#
either by employing only the root and fifth of the concord,
or by substituting the pitch G} for G# (see Figure 3).

But other practicing musicians say: "If this
[tuning of the note between g and h] were to be made,
the diapente e-square § would not have an intermediate
third [g#]," which is a major [third] in relation to the
lower [note] and a minor [third] in relation to the
upper [note], as we have said in the second part, the
third treatise [in the chapter] concerning composition.
But this is not an obstacle, because when that [harmony]
of the Phrygian is aroused, it does not matter if it
lacks the intermediate third, or if the major [third] is
established in relation to the upper [note] and the

higher] note, or to sustain [e] if we descend from the
higher note [to the lower note--that is, from ¢ to b]."
Ibid., 52.
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minor [third] is established in relation to the lower
[note].®

[}

A
1\*1 —=
T ==

instead of

fa)

ot

Figure 3. Ramos's Alternatives to the Traditional
Burgundian Cadence

Lindley, however, translates the passage related to
Burgundian alternatives in the following manner:

Now other practitioners say [that] in this
arrangement B and its fifth do not have the intermediate
third [D#] major to the lower note [B] and minor to the
upper [F#]. But that is no obstacle, because in a
Phrygian [cadence] it does not matter if that third is
missing or if the third placed there is a major third to
the upper note and minor to the lower [i.e., D§].*

The fifth to which Ramos's discussion is directed
concerns E-B§, not B-F# as is stated by Lindley. It is
possible that Lindley's error results from a misunder-
standing of Ramos's literary style. 1In the phrase "diapente

e-§ quadro," Lindley translates the Latin "e" ("from," or

¥1bid, 80.

41Lindley, "Fifteenth-Century Evidence for Meantone
Temperament," 48.
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"out of") followed by the letter b (4§) as "B and its fifth,"
i.e., B-F¢#. Ramos, however, does not employ the word "e" in
the sense of "from" in any part of the treatise; rather,
Ramos uses the word "ex" to render this meaning.?®®
Further, Ramos makes absolutely no mention of the pitch name
F# in this passage. One may argue that a literary
preposition should occur before the pitch E, but Ramos
rarely uses a preposition before such a letter that
represents a pitch; rather, the reader must insert this
preposition for himself. Ramos is not, as Lindley believes,
referring to a cadence (in modern terms) of V-i in E
minor,!® nor is Ramos referring to the major third above B
(D#), for he has already demonstrated in preceding
paragraphs that the pitches B-D¢# (Eb) will be acoustically
unacceptable. Rather, Ramos is emphasizing that the pitches
E-G# will result in intonation problems and that such a
cencord should be avoided whenever his tuning method is

employed.’ Ramos assumes that the reader knows exactly

%In Part 1, Treatise 1, Chapter 2, Ramos uses the
word "e" in the phrase "e regione" ("in a straight line").
This is an idiomatic phrase and does not serve to support
the argument of "e" as a typical component in Ramos's Latin
style usage.

See Lindley's Example 1, 47.

"This error also appears in Barbour's Tuning and
Temperament, 92. Such a mistake is understandable due to
the fact that Ramos leaves out the necessary nouns and pitch
names that would help to clarify his meaning.
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what he means; singers are to avoid D# and G¢# whenever they
choose to implement his division of the monochord.

This interpretation of the passage relating to
Burgundian alternatives is verified by the subsequent
paragraph in the Musica practica:

But some [people], wishing to satisfy both parts,
insert another string between the third 4 [aé] and h ,
which they make distant from the third 4/ [ab] by the
space of a comma. Nevertheless, this is not praised on
account of this: because then it would be another mixed
genus rather than the simple diatonic [genus].®

Here, Ramos notes that one solution to the concerns
posed by the lack of G2 is to insert an additional string
between a» and h. Lindley makes use of this passage in an
attempt to substantiate his hypothesis that Ramos was an
advocate of meantone temperament. Although it is true that
additional strings were occasionally employed on keyboard
instruments to split certain black keys that would have
otherwise produced unacceptable intonations, and while it is
also true that the use of split keys was a manifestation of
meantone temperament, Ramos clearly instructs against this
approach based on the fact that it results in another mixed
genus rather than the simple diatonic genus.

Lindley again misinterprets Ramos's comments
concerning Tristan de Silva's endorsement of an extra string

inserted between F and F# that would serve to introduce G#

to the gamut. Having supplied yet another faulty

®Ramos de Pareia, Musica practica, 80.
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translation--one clearly taken out of context with the
blatant omissicr: of a section that is necessary for its
correct understanding--Lindley concludes that Ramos is of
the opinion that the extra string proposed by de Silva is
"pointless," and that Ramos prefers to split Ab/G#:

Now my friend Tristan de Silva used to say that
another string should be inserted between F and F§.

From this intermediate third we gain not utility, but
discrepancy and discord in the whole system, since
neither another natural nor an accidental of another
type [i.e., a flat] is to be gained by this means. But
enough on this point. (However, the first proposal is
better proof of which in another volume I shall explain
with very firm mathematical reasoning.) But now with an
epilogue to the above I shall end this work.?®®

Lindley's interpretation is nothing short of a
manipulation of the original text; it serves to support
Lindley's argument that Ramos was an advocate of meantone
temperament.

First, Ramos states that de Silva's solution is
erroneous, and that he, Ramos, accepts neither the addition
of the string between F and F# nor the addition of the
string between Af) and A. Second, an accurate translation of
the passage clearly demonstrates a view quite opposed to the
one advanced by Lindley:

But our friend Tristan de Silva used to say that
another string should be inserted between f and the
second § [f#]. And thus he claimed to have discovered
it by means of the numbers themselves. Indeed, we

believe that the error will apnear to him just as [the
error] that gamma--a note which was added by our

¥Lindley, "Fifteenth-Century Evidence for Meantone
Temperament,”" 51.
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[predecessors]--would someday be treated as
proslambanomenos. Therefore, we do not believe that the
latter [the string between F and F#] nor the former [the
string between A5 and A] should be admitted in our
diatonic genus. For then we would fall into that error
which we have read Timotheus of Miletus fell into--
according to the testimony of Boethius--namely, that he
converted the diatonic genus into the chromatic (which
is better). [And] on account of this, the
Lacedaemonians of Laconia cast him ~ut of the city,
since he was harming the souls of the young boys which
he had accepted for the purpose of teaching, and by
deviating from the moderation of virtue toward softness,
he was producing effeminate [young men]. Therefore,
that intermediate third does not bring usefulness as
much as it advances discrepancy and discord in the
entire order, since, as the masters say, by this means
it may not be arranged according to the natural [order
nor according to another accidental order. But enough
concerning these things. Nevertheless, they will better
perceive [the concepts] of the first [volume], whose
truth we will explain in the following volume with the
firmest numerical calculations. But now, let us put an
end to this work by continuing [with] the epilogue
mentioned above.?

One might assume that Lindley's omission of the
significant text concerning Ramos's rejection of the extra
strings can be attributed to differences between the A-80
and A-81 editions; for the missing section of text that
would destroy Lindley's argument may only be found in the
A-81 edition of the Musica practica. An examination of
Lindley's article, however, reveals that Lindley possessed
and relied largely upon Johannes Wolf's hodern reprint of

the Musica practica; this reprint includes the text for both

Tbid., 80-81.
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the A-80 and A-81 editions.?® Further, Lindley's
translation of the last portion (referring to the
discrepancy and discord brought about by the intermediate
third) reveals that he did indeed have A-81 in his
possession,? for this portion of text only appears in the
A-81 edition. By means of this evidence, one can only
conclude that Lindley had access to the A-81 edition, but
chose to omit this important passage because it undermines

his hypothesis of meantone temperament.

Conclusion

Twentieth-century musicologists have attempted to
categorize Ramos's monochordal division as either a form of
meantone temperament or of just intonation. Clearly,
Ramos's tuning does not fall under the generally accepted
definition of meantone temperament. Although meantone
temperament is similar to just intonation with respect to
the employment of pure major thirds, meantone temperament is
based upon the tempering of fifths (by one-fourth of a
syntonic comma) and upon the utilization of equal-sized

whole tones.? Lindley's assertion that a form of meantone

lsee Lindley, "Fifteenth-Century Evidence for
Meantone Temperament," footnotes 3, 4, 5, 8, 9, 25, 27, and
42. See also Wolf, ed., Musica practica, 102.

2see Lindley, "Fifteenth-Century Evidence for
Meantone Temperament,” 51.

“The first true discussion of meantone temperament
appears in Pietro Aaron's treatise Thoscanello (1523).



88
temperament is proposed in the Musica practica is without
merit; Ramos advocates the use of ten pure fifths and two
different sizes oi whole tones (9:8 and 10:9). Admittedly,
Ramos accepts two impure fifths (G-D and C#-Ab) rather than
the single wolf fifth that was indigenous to most tuning
systems of the fifteenth century, but this single
inconsistency is hardly sufficient to label Ramos as a
proponent of meantone temperament. Further, Ramos advises
against the use of split keys—--a salient feature of meantone
temperament--because he strongly discourages the use of
different strings for enharmonic pitches.

Several musicologists, including Frangois Fétis, have
assumed that Ramos was an advocate of equal temperament.?
Ramos, however, did not believe that enharmonic spellings
could be acoustically equivalent and, therefore, the
argument that Ramos was an advocate of equal temperament
must be rejected.

The tuning method proposed by Ramos results in a
temperament that is more conducive to some keys than to
others; such a factor could lead one to conclude that
Ramos's tuning was actually a type of irregular temperament.
While irregular keyboard temperaments were more prevalent

during the late seventeenth and early eighteenth centuries,

rétis, Biographie Universelle des Musiciens, 178.
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Ramos's monochordal division does indeed contain
characteristics inherent to irregular temperament.

Irregular keyboard temperaments generally require that
the more ifreguently used thirds are tempered to a lesser
degree than the thirds that are employed less frequently,
and that not all fifths have the same ratio. Ramos himself
proposes the use of three different sizes of thirds, which
results in a temperament where certain key signatures are
more "in tune" than others. Ramos's method cannot be
classified as irregqular temperament, however, because the
purpose of re-tuning the fifths in irregqular keyboard
temperaments is to eliminate the wolf fifth; the wolf fifth
is a salient feature of Ramos's system.?®

Barbour's description of Ramos's method as "an
irreqular tuning, combining features of both the Pythagorean
tuning and just intonation"?® may be the best description
to encompass the intricacies of Ramos's tuning system.
Ramos's system not only provided the practicing musician

with a simpler division of the monochord, but allowed for a

#rThe first published description of irreqular
temperament within a complete chromatic tuning appeared
twenty-nine years after the publication of the Musica
practica. See Arnolt Schlick's Spiegel der Orgelmacher und
Organisten (1511).

*%Barbour, Tuning and Temperament, 4.
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greater number of pure intervals and triads whenever the
division was utilized in certain key signatures.?

A examination of Ramos's monochordal division and his
comments about this division in the Musica practica reveal
his true intentions. Ramos did not propose his tuning with
the intention of abolishing the Pythagorean ratios; for
these ratios figure predominantly in his proposed
monochordal division. Rather, Ramos offered his tuning
system as a refinement to Pythagorean tuning in order to
meet the demands of the fifteenth-century practicing
musician. The result of Ramos's modifications to the
Pythagorean system was a tuning that greatly increased the
number of pure intervals, thus improving intonation, and
profoundly influencing the future development of

instrumental tuning.

#’Although Ramos's tuning results in unacceptable major
and minor triads on G (an audible faux pas that is difficult
to dismiss), an examination of Ramos's monochordal division
reveals the existence of several pure triads that fall within
the common key signatures employed during this period, i.e.,
the three pure major triads of C-E-G, F-A-C, Bs-D-F and the
three pure minor triads of A-C-E, D-F-A, E-G-B. Furthermore,
there are several other triads in Ramos's tuning that would
likewise find acceptance among the advocates of Pythagorean
tuning as well as in the circles of the fifteenth-century
practicing musician.



CHAPTER V

PSALLITUR PER VOCES ISTAS: AN ALTERNATIVE

TC GUIDONIAN SOLMIZATION

Guido d'Arezzo introduced a new method for the singing
of plainsong in his Epistola de ignoto cantu (ca. 1032).
This method is based upon the assumption of hexachords of
identical construction, beginning on the pitches C, F, and
G, that overlap to form a range of twenty-two available
pitches.! The intervallic successions are identified by
the six vocables ut, re, mi, fa, sol, la--the first textual
syllables of the six phrases that appear in the Latin hymn
Ut queant laxis--each of which begins a step higher than the
preceding phrase.

Each of the hexachords consists of an intervallic
succession of tone--tone--semitone--tone--tone; to preserve
this pattern Bb (b rotundum) and B§ (b quadratum) are
éequired in the respective F and G hexachords.? Thus, in

the hexachord system, the semitone is always fixed by the

'Ramos claims that Guido separated the initial pitches
of the hexachords by the distance of the tetrachord (G, c,
f) in order to imitate the teaching of Boethius and thereby,
adhere to the auctoritas. Ramos de Pareia, Musica
practica, 10.

*These signs b rotundum and b quadratum are the
precursors of the flat and natural/sharp signs,
respectively, that appear in modern notation.
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syllables mi-fa that serve to establish the relative
positions of the seven overlapping hexachords extending fr?m
G (') to e’. These seven interlocking hexachords,
alternatively referred to as the deductiones, begin on the
respective pitches of G, ¢, £, g, ¢!, f*, g*. The hexachord
beginning on G (G A B§ C D E)--due to its employment of the
hard or square b (b durum or b quadratum)--is designated as
the hard hexachord (hexachordum durum); the hexachord on F
(F G A Bb C D)--due to its employment of the soft or round b
(b molle or b rotundum)--is designated as the soft hexachord
(hexachordum molle); and the hexachord on € (C D E F G A)--
without either soft or hard b--is designated as the natural
hexachord (hexachordum naturale).

No ambiguity exists regarding the specific location
and function of a pitch. The exact location of a pitch
within the gamut is identified by its letter name and its
appropriate vocable or vocables. Thus, a particular pitch
is identified by one, two, or three solmization syllables--
depending upon that pitch's location in the gamut--as well
as its function within the system.® Wherever the same
letter name and syllable occur on the same pitch class, the
additional designation of graves, acutae, or superacutae is

employed (i.e., the pitch A is more properly identified as a

3This explains why the Guidonian gamut is a construct of
22, rather than 23 pitches. Only two of the three B's possess
the dual function of hard b and soft b; the lowest, B mi,
functions only as hard b.
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re, while the pitch a is called a la mi re (graves), and the
pitch a* is called a la mi re (acutae)).* For pedagogical
purposes, the hexachord gamut is illustrated in Medieval-
Renaissance treatises in the form of a scala (ladder).

Table 16 is a modern representation of the typical scala
that was used to illustrate the Guidonian system.

Even in the positions of b and b®* (which contain
syllables that differ in pitch by a chromatic semitone), the
use of the syllables mi and fa designate the desired pitch:
mi refers to b guadratum® while fa refers to b rotundum.

In general, b quadratum is assumed unless flat signature
signs or principles of musica ficta® are used to express
the opposite alternative.

Plainsong of the Middle Ages was not, of course,
limited to the six-note range of the hexachord. To enable a
singer to freely ascend and descend throughout the gamut, a
procedure known as mutation serves to accommodate those
melodies extending beyond the range of a single hexachord.

If, for example, a singer wishes to sing an ascending eight-

‘Although Ramos uses the traditional designations of
acutae and graves in his explanation of the Guidonian gamut,
he generally refers to these pitches simply as the "first" or
the "second" a la mi re, respectively.

*Because the square b sign is the ancestor of our
present-day natural sign, the sign § is used in this
dissertation to designate b mi.

®See Chapter VI of this commentary for a more thorough
discussion of musica ficta.
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THE GAMUT OF THE GUIDONIAN HEXACHORD SYSTEM

Present-day

designations
e2
d2
c2
bl
al
gl
fl
el
dl
cl
b
a la
g sol
£ fa
e 1la mi
d sol re
c fa ut
B mi (N)
A re
G ut

(D)

la
sol
fa
mi
re
ut
(M)

Deductiones
la
sol
fa

la mi
sol re
fa ut

la mi (M)

sol re

fa ut

mi (N)

re

ut

(D)

la
sol
fa
mi
re
ut
(D)

Medieval

designations

ee la

dd l1la sol

cc sol fa

bb fa (or) bb mi
aa la mi re
sol re ut

fa ut

la mi

la scl re
sol fa ut

fa (or) b mi
la mi re

sol re ut

fa ut

la mi

sol re

fa ut

mi

re

ut

e B« < B o T w N o I B > TR R o 2N o TOY © Y1 J = YT |

This dissertation uses the modern designation of c?,

c?, etc. rather than the capital, lower-case, or double
lower-case letters found in Medieval-Renaissance treatises;
(D), (N), and (M) represent the durum, naturale, and molle,

hexachords, respectively.
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note scale from G to g, he should make a shift from
hexachordum durum to hexachordum naturale via the
reassignment of a particular pitch's function within the
system. Thus, when the singer arrives at the pitch c¢ fa
(its designation in the hard hexachord), he replaces it with
¢ ut (its designation in the natural hexachord) and
continues his ascent to complete the eight-note scale. The
concept of mutation is an integral component of the
functional hexachord system; although variants are proposed
by several Medieval-Renaissance theorists, the technique
itself had suffered only minor modifications before the

publication of the Musica practica.

Ramos's Discussion of the Gamut

In Part 1, Treatise 1, Chapter 3, Ramos discusses the
"errors" of Guido and his followers in regard to the
technical organization of the medieval gamut. He notes that
only seven letters exist--not twenty as Guido claimed--
because the letters are repeated at the octave. Further,
Ramos criticizes the Guidonian division of the gamut that
classifies the pitches as eight graves, seven acutae, and
five superacutae, because "the eighth and the first letter
are shown to differ only in respect to [their] highness and
lowness."® Ramos discusses how the Guidonians claim to

have based their division on Boethius, since Boethius

®Ramos de Pareia, Musica practica, 9.
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himself placed g among graves; Ramos notes, however, that g
no longer belongs to graves due to the later addition of the
letter I’ by Pope Gregory. In a clear attempt to organize
the gamut by octaves rather than hexachords, Ramos re-
categorizes its pitches as seven graves (I, A, B, ¢, d, e,
f), seven acutae (g, a, b, ¢, 4, e*, f'), and six

superacutae (g*, a', b*, c¢?, d*, €?).

Ramos's Alternative to Guidonian Solmization

Ramos's division of the monochord requires two sizes
of whole tones, 9:8 and 10:9. A significant problem evolves
from this division, however, if the performer chooses to use
the solmization syllables that were proposed by Guido
d'Arezzo: the notes ut re mi of the natural hexachord
result in the whole tone intervals of 9:8 and 10:9,
respectively, while the notes ut re mi of the soft hexachord
result in the whole tone intervals of 10:9 and 9:8. This
incongruity between whole tones appears to be the main
reason behind Ramos's abandonment of Guido's method of
solmization; for Ramos points to this incongruity as the
justification for suggesting an alternative method.

In Part 1, Treatise 2, Chapter 6, Ramos addresses the
difference that occurs between the whole tones of 9:8 and
10:9 when the hexachord system is employed within his

monochordal division. He notes that the pitch g sol re ut



97
holds a difference in size depending upon its function in
the various hexachords:

For the difference of music is built upon the
quantity of the arsis and thesis, and it is not based
upon the magnitude or, if you prefer, the strength or
weakness of a note. For when the three properties of
the notes--differing among themselves--are arranged in
Guido's theory, it is necessary to establish a
difference between the equal notes. For it will be
necessary to make a difference between g sol re ut (the
sol of the natural [hexachord]) and re of the soft #
[hexachord] or ut of the hard § [hexachord]. Likewise
also [it will be necessary to make a difference between]
re and ut. As I was saying, they are not equals, and
consequentiy a mutation cannot be made upon them. And
nevertheless, [Guido's followers] make [a mutation]
according to their doctrine that was already discussed
above.’

The difference between the whole tones that result
from Ramos's monochordal division is not, however, the only
reason that he sought an alternative method of solmization.
The increased use of chromaticism through the recognition
and employment of irregular hexachords, i.e., coniunctae,
resulted in flat or sharp accidentals on virtually every
note and greatly complicated the matter of mutation. With
characteristic sarcasm, Ramos begins his discussion in
Part 1, Treatise 1, Chapter 4 by casting an insult toward
Guido, proclaiming him "a better monk than a musician."?®
Ramos scolds Guido for his dependence upon the senaria as

the theoretical justification for the hexachord system and,

Ibid., 31.
°1pid., 10.
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in Chapter 8 of the Musica practica,'' exalts the merits of
the number eight over the number six in the hope of
demonstrating the superiority of his own system over that
proposed by Guido.

Such homage to number is typical of the Medieval-
Renaissance musician. In his discussion of Guido's
hexachord system, Ramos briefly mentions that mathematicians
consider the number six, the senaria, to represent
perfection; Ramos does not elaborate on the reasons for this
perfection, assuming that its quality of perfection is
obvious to the reader. 1In the introduction to Gioseffo
Zarlino's treatise Le istitutioni harmoniche (1558), Claude
Palisca gives the present-day reader an explanation of the
senaria’s significance in the Middle Ages and Renaissance:

The number 6 has the virtue of being the first perfect

number, meaning that it is the sum of all the numbers of
which it is a multiple (1 +2 + 3 =1x2 x 3 = 6).
Many evidences are given of the power of this number.
There are six planets in the sky. In the Philebus,
Plato says hymns should not celebrate more than 6
generations. There are 6 species of movement:
generation, corruption, increase, diminution,
alteration, and change of location. According to Plato,
there are 6 differences of position: up, down, ahead,
behind, right, left. There are six types of logic, and
the world was created in six days. And these do not

exhaust the list. 1In music, the significance of the
senario is that all the primary consonances can be

117t is not coincidental for such a Medieval-Renaissance
author to have reserved "Chapter 8" for his discussion of the
"number 8."
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expressed as superparticular ratios [2:1, 3:2, 4:3, 5:4,
6:5] using only numbers from 1 to 6.%?

In Part 1, Treatise 1, Chapter 8, Ramos spends an
entire chapter promoting the perfection of the number eight,
which forms the basis of his octochordal solmization system.
Ramos reasons that, although the number six is considered to
be perfect by mathematicians, and while the number seven
represents the (known) planets of the universe, the number
eight, also can be shown to possess "great perfection."
Ramos proposes that by adding the firmament to the seven
Planets, one arrives at a more "heavenly" perfection than
that achieved by those mathematicians who exalt the number
six. Ramos provides further evidence for the perfection of
the number eight with his observation that it is proven to
be "geometrically perfect™ within the solid body of a cube
containing eight angles. Ramos concludes his discussion
with the admonition that "whoever truncates or diminishes
the eight notes from our music takes perfection and fullness
away from it "3

In Part 1, Treatise 1, Chapter 7, Ramos introduces his
alternative method of solmization as a replacement for the

six-vocable system that had been devised by Guido. He

2Gioseffo Zarlino, The Art of Counterpoint, Part 3 of
Le istitutioni harmoniche, 1558, trans. by Guy A. Marco and
Claude V. Palisca, Music Theory Translation Series (New
Haven, Conn.: Yale University Press, 1968), xix.

’Ramos de Pareia, Musica practica, 19.
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suggests that the student first become familiar with the
pitches in the octave from ¢ to ¢! by using the monochord as
a reference. Although Ramos refers to various syllable

systems that had been suggested by theorists of the past

of such syllables had become greatly overvalued, and he
derides the followers of Guido for acting as though the
syllables are "entirely necessary to music."!* Ramos
retains the use of syllables, but introduces a solmization
system based upon the octave, rather than the hexachord,

employing the mnemonic vocables Psal-li-tur per vo-ces is-

tas. Note that the new system is initiated on ¢ rather than
I, because "sound begins from the letter c."*®

In Guido's hexachordal system, the semitone is always
marked by the syllables mi-fa; in Ramos's octochordal
system, the first semitone appears between the pitches E and
F, but the second semitone may occur in one of three
different locations: between A-Bb, Bb-Bf, or B§-C. Thus,
in Ramos's system of solmization, the vocable is may
represent either B or Bj. Recognizing that he would

receive criticism for not using the same syllables to

41bid., 16.

*1bid. The meaning of this sentence becomes clear in
Part 1, Treatise 2, Chapter 5 where Ramos points out that,
in Spain, the ancient monochords and organs begin on ¢
grave.
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designate the position of the semitone, Ramos rationalizes
that the position of the semitone remains evident to the
singer by virtue of the fact that the syllables of all three
semitones--ces, is, and tas--end with the letter s.

Alarmed by the number of mutations that were necessary
to sing the chromatic compositions of his day, Ramos employs
only one mutation in his solmization method on the pitch
class C. Ramos notes that the syllable tas appears on the
pitch ¢! at the top of the octave scale. If the singer
anticipates that he is going to ascend above ¢!, then he is
required to make a mutation by changing tas to psal, and
thus ascend to the second octave scale. Typical of a
fifteenth-century theorist, Ramos provides a lengthy
explanation of why eight syllables are necessary to account
for the seven different notes of the diatonic scale; his
argument is based upon a desire to demonstrate the
difference in range between two C's an octave apart, with
the syllables psal and tas demonstrating the opposites of
high and low as well as similarity and diversity.

Nevertheless, someone may doubt--and not without
reason--why we establish eight different ([syllables],
since there are only seven different [notes]; and will
remember that it was submitted and taught by us in this
way. It is necessary to say that although we have
claimed the greatest conformity and similarity between
the first [voice] and the eighth [voice], nevertheless,
we have never denied them to differ in [regard to their]
highness and lowness. Therefore, we have demonstrated
both the difference and the similarity between them. We
have shown similarity and conformity when we have set

down the same vowel letter--namely a [for psal and tas];
however, with the other letters at the beginning [of the
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syllable]--that is, s or t--we have revealed the
difference of [their] highness and lowness, having
recognized their dissimilarity. For when the breath is
drawn from the depth of the chest [the sound] is low,
but when it is emitted from the surface of the mouth
[the sound] is high. The deeper the pronunciation is
made in the region around the lung, the lower it sounds;
the closer it comes to the mouth cavity, the higher it
sounds. Therefore, in this way we know that the letter
t united with [the letter] a is produced by the contact
of the tongue and the closure of the teeth. And we do
not doubt that [the letter] s united with [the letter] a
is produced by the application of the tongue to the
palette. Therefore, it is clear from what has been said
that [p]sal is lower than tas. And if we consider the
difference of highness and lowness in the pronunciation
of [the letter] 1 and [the letter] s at the end of the
syllable, it will be agreed that such a discussion was
most suitably made by us. For the liquid letter 1
naturally emits a low sound; however, the density of the
letter s rises into the high range as if [it were]
whistling. And no voice is higher than whistling.®

The Guidonian Hand

The solmization syllables are used as an aural
pedagogical/mnemonic device to assist the student in
internalizing the consecutive steps of the gamut.
Historically attributed to Guido, the Guidonian hand (manus
Guidonis) is the visual manifestation of the gamut. The
manus Guidonis places the various pitches and solmization
syllables of the medieval gamut in the spaces that occur
between the joints of the fingers. By pointing to the
locations on the hand, a teacher can visually demonstrate
the various intervals of the gamut and thereby reinforce the

discussion of audible principles.

61bid., 18.
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The left hand is generally selected by the Medieval-
Renaissance theorist to portray the Guidonian hand in
musical treatises. Karol Berger discusses Johannes
Tinctoris's observations, in his Expositio manus, as to
why the left hand is generally chosen for this portrayal:

. « . the places in the left hand are more easily
indicated by the index finger on the right, even though
some people most aptly indicate the places on the thumb
of the left hand with the index finger of the same hand
and the places on the other fingers similarly by the
thumb of the same hand; wherefore they may use only one
hand, that is, the left, in the instruction of this
particular kind of lesson.?’

Although historical evidence affirms that the hand was
primarily perceived as a pedagogical aid for the beginning
singer, Margaret Bent suggests that the hand may have also
served a function in Medieval-Renaissance performances.

Bent proposes that the Guidonian hand might have been used
as a visual signal to cue the performers to mutations or

ficta alterations, and thus may have served to coordinate

the actions of the choristers. Such a hypothesis may

'nIndice manus dextrae loca in ipsa manu sinistra
aptius indicantur, licet nonnulli loca pollicis sinistrae
manus indice eiusdem et loca caeterorum digitorum pollice
similiter eiusdem aptissime indicent. Quo fit ut unica
manu, scilicet sinistra, in traditione huiusmodi doctrinae
utantur.” Johannes Tinctoris, Expositio manus in Tinctoris,
Opera theoretica, ed. and trans. by Albert Seay, Corpus
Scriptorum de Musica 22 (N.p.: American Institute of
Musicology, 1975), 32. Quoted by Karol Berger. Musica
Ficta: Theories of Accidental Inflections, 10.
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Figure 4. Figura 3 of the Musica practica, 1ll.
Source: Johannes Wolf, ed. Musica practica, 13.
© 1968, Breitkopf & Hdrtel, Wiesbaden. Used by permission.
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provide an explanation for the raised hand that often
appears in the illustrations of medieval choristers.?®

In Part 1, Treatise 1, Chapter 4, Ramos includes an
illustration of the traditional Guidonian hand (see Figure 4
above). Later, in Part 1, Treatise 2, Chapter 7, Ramos
includes a revised version of the hand (see Figure 5 above)
in which the pitch class C appears at the bottom of each
finger (¢ at the base of the index finger, c¢! at the base of
both the middle and ring fingers, and c? at the base of the
little finger) and in which the seven notes of the lowest

octave are applied to both sides of the thumb and wrist.

Conclusion

As in the case of the monochordal division, Ramos
attempts to ease the task of the practicing musician by
doing away with the complicated solmization systems of the
past and introducing a method that recognizes and accounts
for contemporary practice. With regard to a new order of
solmization, Ramos attempts to shield the practicing
musician from the complexities that result when one attempts
to apply an antiquated diatonic solmization to music that is
becoming increasingly chromatic.

Ramos did not escape criticism for his condemnation of

the auctoritas. In the opening pages of the Musices

%Margaret Bent, "Musica Recta and Musica Ficta,"
Musica Disciplina 26 (1972): 90-91.
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opusculum, Nicolaus Burtius attacks Ramos both for his
irreverence toward Guido and for his proposal of a new
method of solmization;” in the Excitatio quaedam musicae
artis per refutationem, John Hothby addresses Ramos's
"errors" and reprimands him for proposing new syllables to
designate the position of the semitones.®

It is obvious that Ramos recognized the unlikelihood
that his solmization system would be accepted by his
contemporaries, for he devotes a considerable portion of the
Musica practica to a detailed discussion of the Guidonian
system, focusing upon the aspects of musica ficta and
mutation within the confines of such a system.

Although harshly criticized, Ramos's proposed
octochordal method was an innovation that profoundly
affected the practice of solmization.? Not only was Ramos
the first to suggest an alternative to Guidonian
solmization, but he was also the first musician to advocate

the "fixed do" system of solmization.

See Burtius, Musices opusculum, a2r-adr.

2%see Seay, ed., Johannis Octobi tres tractatuli
contra Bartholomeum Ramum, 43-46.

2lother octochordal solmization systems were
subsequently proposed, e.g., Hubert Waelrant's Bocedization
(16th century), Daniel Hitzler's Bebization (17th century),
and Carl Heinrich Graun's Damenization (18th century). See
Bettie Jean Harden, "Solmization," The New Harvard
Dictionary of Music, 759-60.



CHAPTER VI
THE GAMUT, MUTATION, AND MUSICA FICTA

Ramos was fully aware that his contemporaries would
not accept his proposed method of solmization. 1In a
parallel discussion, Ramos addresses the topics of musica
ficta and mutation within the context of the Guidonian
hexachord system by employing, for the sake of practicality,
the traditional Guidonian syllables rather than those of his
own solmization system.

In the Guidonian system, the location of the semitone
is indicated by the position of the syllables mi-fa. With
the rise of chromaticism, however, a repositioning of the
semitone--in order to effect accidentals--came to be an
integral part of the system. Singers, then, became
accustomed to associating the syllable fa with b rotundum
() and mi with b quadratum (4§). The actual notation of the
flat, sharp, or natural sign in the music itself was
superfluous, for the syllables mi and fa served the same
purpose.

In addition to the two most common signs of accidental
inflection (i.e., b and §), composers often used the sign of
the diesis (X)--the precursor to our modern sharp sign (#).

While many theorists treated the signs of b quadratum and

108
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the diesis as if they carried an identical function, these
signs were originally employed to effect two different
procedures. Ramos acknowledges all three of these signs,
but his discussion of b guadratum and the diesis reflects a
view that, at least for the practicing musiéian, b quadratum
and the diesis carry the same meaning:

Therefore, whenever fa should be made from mi they write
[it] down with such a sign--that is, round 4; but
whenever mi should be made from fa they indicate [it]
;ét? this sign--that is, square j, or this [sign]
The confusion surrounding the distinction between
b quadratum and the diesis can be traced to the theoretical
writings of Marchettus of Padua. In his Lucidarium in arte
musicae planae (ca. 1317), Marchettus states that
b rotundum, b quadratum, and the diesis each designate a
specific type of music. Marchettus divides the whole tone
into five parts, referring to each part as a diesis.
According to Marchettus, the signs of b rotundum,
b quadratum, and the diesis represent three separate
entities: an "enharmonic" semitone A to B consisting of
two dieses; a "diatonic" semitone Bl to Bf consisting of
three dieses; and a "chromatic" semitone C to C# consisting

of four dieses. Marchettus felt that the distinction of

four dieses required the introduction of a new sign--the

Ramos de Pareia, Musica practica, 23.
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diesis (X).? Thus, for Marchettus, the flat sign denotes
the enharmonic semitone (the minor semitone), the natural
sign denotes the diatonic semitone (the major semitone), and
the diesis (sharp) sign denotes the chromatic semitone.

One can easily trace the progression in fifteenth- and
sixteenth-century theoretical writings with regard to the
definition and use of these signs of inflection. 1In his
Lucidario in musica (1545), Pietro Aaron refers to
b quadratum as a "natural sign" (segno naturale) while
b rotundum and the diesis are referred to as "accidental
signs" (segni accidentali). Aaron notes that b quadrétum is
used to cancel the affect of b rotundum, while the diesis is
used to raise the pitches C, F, or G by a semitone.

Although Aaron represents a minority opinion, other
fifteenth-century theorists, such as Giovanni Spataro and
John Hothby, also embraced this doctrine for the application
of accidental inflections.?

For Hothby, like most other theorists of the time, the
definition of the term semitone does not reflect the
Present-day conception of "half of a whole tone," but rather
that of an "imperfect tone." Thus, Hothby allows for

semitones in a variety of sizes. He uses the three

’Marchettus also referred to this sign as falsa
musica. See Karol Berger, Musica Ficta: Theories of
Accidental Inflections, 20-27.

3Ibid.
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properties of the hexachords--naturale, molle, and durum--to
denote the properties of the available semitones, with the
naturale semitone falling between E and F, the molle between
A and B, and the durum between B} and C.

As an advocate of simplicity and practicality, Ramos
attacks Hothby for his advancement of three different types
of semitones. 1In his criticism of Hothby, Ramos quotes the
polemic remarks of Johannes Carthusiensis, whose treatise
Ritus canendi vetustissimus et novus‘ contains a lengthy
criticism against Marchettus's differentiation of the
semitones:

But Brother Johannes Hothby, the English Carmelite who
arranges the hard, the soft, and the natural semitone,
perceived [it] by far the worst [of all]. <Certainly he
properly adopted the numbers for his monochord, since
they are the same ones that Boethius arranges on his
[monochord]. Nevertheless, I do not think that the
difference of a semitone was taken from him, but from
someone untrained. And let me say about [Hothby] that
which Brother Johannes Carthusiensis was accustomed to
saying of Marchettus. For it has not been heard for a
long time [that one may] arrange the semitone in three
ways, namely: chromatic, enharmonic, and also diatonic,
because as [Johannes Carthusiensis] says: "Who has ever
heard from some well-grounded teacher that there are
three ways [to arrange] a semitone if not from this
little Marchettus?" I believe that Brother Johannes
Hothby may have taken some [of his] foundation from him.
But I do not marvel [at this], because he is a follower
of Guido. Truly, I wish to destroy the head, so that
this body [of knowledge] undertaken in errors may become
a corpse, and not be able to live [any] longer.®

‘See Charles Edmond Henri de Coussemaker, Scriptorum
de musica medii aevi, vol. IV, (Paris: A. Durand, 1864;
repint, Milan: Bollettino bibliografico musicale, 1931),
328b.

*Ramos de Pareia, Musica practica, 32.
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In the Excitatio quaedam musicae artis per
refutationem, Hothby defends himself against Ramos's
criticisms, claiming that Ramos misunderstands the intent.
Hothby concurs that Marchettus's division of the whole tone
into five dieses is an incorrect proposition; however,
Hothby does not believe that a prohibition should be placed
upon the use of Marchettus's categories for the semitone
(i.e., diatonic, enharmonic, and chromatic), which, for
Hothby, identify the size orf a particular semitone. Hothby
refers to the minor semitone as the diatonic, the major
semitone as the chromatic, and the diesis as the enharmonic.
Thus--unlike Ramos--Hothby, Spataro, and Aaron preserve the
distinction between b quadratum and the diesis by preserving
the differences between the semitones.®

Ramos's discussion of the employment of the signs of
inflection within key signatures is similar to that of his
contemporaries:

Nevertheless, they say that if the sign is placed at the
beginning [of the song], such an order should be
observed throughout the entire song. But if it is not
placed at the beginning but rather, along its course,
they say that only the note where it is placed is
subject to the law of that sign. Whence also they make

various considerations in the raising and lowering of
the notes~-that is, from their proper position.’

®Franciscus de Brugis and Giovanni del Lago side with
Ramos on this matter. See Karol Berger, Musica Ficta:
Theories of Accidental Inflections, 20-26.

'Ramos de Pareia, Musica practica, 30.
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The Manus Perfecta

Ramos proposes the addition of several irregular
hexachords (coniunctae) to create a "Guidonian" hand that
contains twenty-two, rather than twenty, positions. This
hand, the manus perfecta, spans a gamut of three octaves and
a semitone--from F retropolis ("behind the thumb") to f#?
above e la superacutae. Ramos notes the error of those who
propose that the three-octave manus perfecta holds the
quality of divine tripartite perfection; the error of this
misinterpretation rests upon the fact that the gamut is

actually three diapasons plus a semitone (the distance from

e la sol superacutae to f la superacutae being that of a
tone rather than a semitone). Ramos notes that if the
distance between e la sol superacutae and f la superacutae
were the distance of a semitone, it would be contrary to the
method of Guido because--according to Guido--the interval of
sol to la is the distance of a tone.® Ramos explains that,
in truth, the manus perfecta is "perfect" because the
"entire hand has been correctly divided by means of the
semitones."?

Ramos constructs the "perfect hand" by combining three
separate hands, each comprised of seven hexachords (see

Figure 6). Ramos combines the seven regular hexachords of

Ibid.
9Ibid., 24.
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Figure 6. Figura 4 of the Musica practica, 28.
Scurce: Johannes Wolf, ed., Musica practica, 35.
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the Guidonian hand (the ordo naturalis) with a hand that
contains seven irreqular hexachords (the ordo accidentalis
dexter, or "right accidental order") positioned a whole tone
below those deductiones of the Guidonian hand (F below I,
bb, eb, £, bb* eb*, f'); to these, Ramos adds a hand that
contains seven irregular hexachords (the ordo accidentalis
sinister or "left accidental order") a whole tone above

those of the Guidonian hand (&, d, g, a, d*, g%, a).*°

Ramos's Discussion of Mutation

Ramos begins his discussion of mutation by providing a
definition from Tinctoris's Terminorum musicae
diffinitorium: "Mutation is the variation of one voice for
another."!! Later, for the sake of clarification, Ramos
provides a second definition of mutation: "Mutation is the
variation of two equal notes interchanged with one another
by means of diverse properties on one sign and one note."?
Thus, mutation is the means by which a performer can

transfer from one hexachord to another by substituting a

%The designations of "right" and "left" accidental
orders may be somewhat confusing; whenever Ramns refers to
"its right side," he is referring to the diagram from the
teacher's perspective, as if the diagram were being handed to
the student for examination. Thus, the "left accidental
order" is actually located to the right of the reader.

11pid., 25. See also Johannes Tinctoris, Terminorum
musicae diffinitorium, s.v. "Mutatio," Monuments of Music
and Music Literature in Facsimile XXVI (New York: Broude
Brothers Limited, 1966), b2r.

21bid.
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syllable of the new hexachord for one of the old hexachord.
Ramos explains two situations in which a performer might
choose to make a mutation: "either out of necessity for
ascending or descending" or "for the purpose of placing a
semitone before or after [a note]."¥ 1In the first case,
the performer uses mutation to extend the range when the
notes exceed the ambitus of a particular hexachord; in the
second case, the performer uses mutation to perform an
accidental inflection of musica ficta.

The subject of mutation received a great amount of
consideration in fifteenth-century music literature. The
practice itself is divided into two categories: explicita
or vocalis, and implicita or mentalis.!* The first type of
mutation, "explicit" mutation, results when the singer
pronounces the syllables of both hexachords. 1In the
following phrase, an explicit mutation is made when both sol

and fa are pronounced on C:

H
# 3 & i r ) ®
Hy—e———"° =
)
ut re mi fa sol-fa mi fa sol
Figure 7. Explicit Mutation
¥Ibid.

“Karol Berger, Musica Ficta: Theories of Accidental
Inflections, 7.
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Thus, on the fifth pitch of this exercise, the singer
pronounces the syllable sol of the F hexachord and then
immediately changes to the syllable fa of the G hexachord in
order to effect the necessary alteration required by the
accidental that follows. In actual practice, the
implementation of explicit mutation seems a bit cumbersome;
in the classroom, however, it enables the student to
demonstrate his comprehension of mutation.

"Implicit" mutation results when the singer casts
aside the first syllable of the mutation and effects the
procedure mentally, thereby pronouncing only the second
syllable. In the following phrase, the singer would replace

sol with fa, pronouncing only the fa of the G hexachord:

%}23’4£;- =t =

ut re mi fa fa mi fa sol

Figure 8. Implicit Mutation

The advantage of this type of mutation is obvious; it does
not affect the rhythm of measured music, whereas the method
of explicit mutation obstructs the rhythmic flow of the
phrase.

Ramos implies that implicit mutation was customarily

used by Guido and his followers to effect a mutation by
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ébandoning the first syllable and pronouncing only the
second. Ramos advocates the method of explicit mutation
during the initial instruction of students, yet demonstrates
a degree of flexibility for those who are more advanced:

And yet, let not the students be forced to do this,

since sometimes we permit [them] to say one in place of

the other.?®

Ramos reinforces his position against multiple

mutations, advising his students to make the accidental
inflections of the tones and semitones by following the
rules of musica ficta:

But let them only become accustomed to noticing the

rules mentioned above--that is, to observe the species

of the tone or of the semitones, so that they do not

perform one in place of another as it occurs in singing

with soimization--as they say--according to the

syllables of Guido.!®

In Part 1, Treatise 2, Chapter 5, Ramos identifies

disiuncta--the antithesis of coniuncta--as the process of an
abrupt transition between two hexachords due to the absence
of a pivotal note; in other words, a disiuncta occurs when
no mutation can be made. Such a transition is necessary to
sing certain melodic intervals such as the augmented second,
the tritone, the minor sixth, and the somewhat rare major
semitone, (e.g., Bb to Bj). According to Ramos, disiuncta

must be employed only as a last resort, i.e., when it is

absolutely impossible to effect a mutation.

Ramos de Pareia, Musica practica, 34.

Ibid.
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Ramos's Discussion of Musica Ficta

An all-encompassing definition for the term musica
ficta continues to elude musicologists; due to the variety
of musical ramifications, both melodic and harmonic, even
the most general definition is apt to be flawed. The
meaning of this term can be grasped only by examining
theoretical evidence; even then it is a slippery grasp at
best, since many inconsistencies arise among the authors of
the various musical treatises.

Ramos's discussion of musica ficta is dependent upon
an understanding of Guidonian practice. The pitches
contained within the Guidonian hand are solmizated with the
syllables of the seven deductiones and are regarded as
musica recta or musica vera. The pitches that fall outside
the hand--pitches that are not normally a part of the
deductiones--are regarded as musica ficta or musica
falsa.'

The technique of musica ficta was incorporated by
early musicians to effect an inflection of pitch during
performance. This inflection was based upon various rules
that were held in the mind of the singer, and may or may not
have been explicitly indicated by the notation. Quite apart

from the specificity of notation in the Common Practice

"other less frequently used synonyms for pitches that
lie outside the hand include musica acquisita (acquired
music), musica colorata (colored music), and musica
coniuncta (conjunct music).
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Period, the Medieval-Renaissance musician approached the
inflections of sharp, natural, and flat as a mental/aural
exercise.

In his proposed method of solmization, Ramos
introduces the use of "b is" to signify the b rotundum of
the conjunct tetrachord, and "§ is" to signify the
b quadratum of the disjunct tetrachord. Later, however,
Ramos returns to the Guidonian syllables in order to provide
the practicing musician with a definition of musica ficta:

With these signs the singers signal tones or
semitones, nct only on paramesé&, but on other places as
well. For they say: "Wherever fa is found without mi,
mi should be made there, as in b fa § mi"; likewise
[this also holds true] where mi [is found] without fa,
which many [people] call musica ficta.!®

In Part 1, Treatise 2, Chapter 2--a chapter devoted to
the topic of musica ficta--Ramos expresses his disagreement
with Philipetus on the matters of musica ficta. Philipetus
asserts that musica ficta is made in only one manner; Ramos
demonstrates that ficta can occur by at least two means,
because "a different method was [used] to make fa from mi
than that which [was used] to make mi from fa."** Thus,
Ramos refers to the use of b rotundum whenever mi is changed

into fa and the use of b guadratum or the diesis whenever fa

is changed into mi.

*Ramos de Pareia, Musica practica, 23.

19T A
o DS o
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Ramos's suggestion of replacing mi with fa and vice-
versa demonstrates his desire to continue the long-held
theoretical prohibition of singing mi contra fa in a
vertical sonority.?*® To follow this rule, every hexachord
position that contains mi would also be required to contain
fa; likewise, every hexachord position that contains fa must
contain mi. If mi is to be substituted at the locations of
fa, then the pitches C# and F# are required; if fa is to be
substituted at the locations of mi, the pitches Ab and E}
result. Due to the fact that Bb is already a part of musica
recta, this expansion of the semitones would result in a
gamut containing twelve pitches: C, C¢#, D, Eb, E, F, F#, G,
Ab, A, Bb, and B. Thus, Ramos's system effects the use of
b rotundum in five positions (b mi, e la mi, a la mi re, e
la mi acutae and the second a la mi re), and the use of
b quadratum or the diesis in an additional five positions (c
fa ut, £ fa ut, ¢ sol fa ut, £ fa ut acutae, and c sol
fa).»

Ramos was not alone in his proposition of a gamut that

incorporated more than six steps. In his Calliopea legale,

*Phe mi contra fa rule was one of the most important
principles of musica ficta. In order to avoid the
prohibited harmonic intervals of augmented and diminished
fourths, fifths, and octaves, the performer employed the
inflections of musica ficta. The augmented fourth from F
(fa) to B§ (mi) could be avoided by changing the mi to fa,
resulting in the interval F to Bé; the fa could be changed
to mi, resulting in the interval of F# to Bj, etc.

“Ramos de Pareia, Musica practica, 23.
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Hothby proposes a sixteen-step gamut containing the pitches
Cc, C#, Db, D, D#, Eb, E, F, F¢¥, Gb, G, G#, Ab, A, Bb, and B.
Hothby's procedure, in which a specific designation is
assigned to each sign of inflection, reflects the increasing
tendency for theorists in the late fifteenth- and early
sixteenth-centuries to relate the gamut to the keyboard.
Hothby considers the white keys of the keyboard to be
representative of the "natural" pitches and of the first
ordine (order), whereas the black keys are divided into
either the second or third order according to their
employment as flat and sharp signs, respectively. Hothby
permits the application of the flat or sharp sign on every
note with five exceptions: the flat sign may not be
attached to C and F, while the sharp sign may not be
attached to A, B or E.%

Ramos takes issue with those who produce a sixteen-
step gamut by placing b rotundum and b quadratum in
positions where neither fa nor mi can be found. Such an
arrangement was advocated by Hothby with the proposition of
his three ordines, and it is likely that the person to whom
Ramos refers to as "Johannes de Londonis" is none other than
Hothby; throughout the rest of the treatise Ramos refers to

Hothby as "Johannes Ottobi."

Zgarol Berger, Musica Ficta: Theories of Accidental
Inflections, 36.
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Ramos allows that such an arrangement of a sixteen-
step gamut can be made in speculative theory, but dismisses
its usefulness in practical application. Ramos reasons that
the additional inflections of the sixteen-step gamut are
superfluous, because the whole tone has already been divided
into two semitones by means of the twelve-step gamut:

However, Johannes of London and others less experienced
say: "Just as both signs can be placed on b fa § mi,
thus also [it may be done] on other positions where
[there is] neither fa nor mi." By no means should it be
denied that it can be done in such a manner, but I do
not think that it should be resorted to.

Consequently, cn that account and according to [that
which] has already been said, if a tone remains divided
into two semitones, by [this] error the rest of them
become useless.?

Ramos sees no advantage in employing the additional
four notes (Db, D#, Gb, G#) that are created by a sixteen-
step gamut; for the sixteen-step gamut requires the
employment of four split keys (C#/Db, D#/Eb, F#/Gbh, and
G#/Ab). Ramos firmly disapproves of split keys on keyboard
instruments, and he intentionally avoids them in his own
tuning method. His position on enharmonic strings and split
keys is demonstrated in his explicit statements against the
implementation of enharmonic equivalent pitches for Ab, Eb,

and F# (see Chapter IV of this commentary) .3

ZRamos de Pareia, Musica practica, 31.

21t is quite possible that Ramos may have recognized
that the acceptance of a sixteen-step gamut would have negated
his own proposed division of the monochord and his new method
of tuning.
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Following his explanation of ficta, Ramos provides a
discourse on the coniuncta:

They also call this coniuncta, because just as when
trit& synémmendn is placed after mesé&--for which reason
the tone [between] mes& and paramesé& must be divided
into two semitones--thus also any other tone located
elsewhere should be divided. And furthermore, they
instruct us: "Any of these coniunctae is a hexachord,
just as the others that were arranged previously," and
therefore, just as after f fa ut (on which it is called
ut), g sol re ut follows--where ut is placed again
according to [those things which have] already been
said; likewise also, in each one of the positions. And
they define [it] in this way: "Coniuncta is [the method
of] making a tone from a semitone and a semitone from a
tone; thus also, making a ditone from a semiditone and a
semiditone from a ditone, and similarly concerning the
other species."

And thus they speak correctly, because these
coniuncta hexachords behave in the same way as the
diezeugmendn and synémmendn tetrachords.?

cnfusion may arise from Ramos's use of the word
coniuncta, here employed in several capacities. The term
coniuncta is used by Ramos to denote the conjunct synémmendn
tetrachord; this use of the term is not unusual given that
the synémmendn tetrachord contains the accidental 24. The
term is also used by Ramos in reference to the implemen-
tation of the ficta pitches themselves: "Nevertheless, they
do not have the coniunctae notes of square § or of soft 5
below proslambanomenos. . . ."* And, finally, the term
coniunctae is used by Ramos to represent the irregular

hexachords that contain ficta pitches, such as those that

*Ibid., 23.

*%Ibid., 29.
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appear in the manus perfecta: "Any of these coniunctae is a
hexachord. . . ."%

The application of coniuncta as a chromatic inflection
is defined by the new location of the semitone mi-fa;
however, the point at which the coniuncta is executed may
result in two different hexachords, depending upon which
pitch of the selected interval is altered. A coniuncta of
mi-fa, for example, could be executed between the pitches
G-A to suggest either the semitone G#-A (which implies that
the hexachord is built upon E), or the semitone G-A4 (which
implies that the hexachord is built upon Eb). According to
Hothby's sixteen-step gamut, either of these procedures
would be a viable option for the application of coniuncta;
due to the fact that his twelve-step gamut does not contain
G#, only the latter would be acceptable for Ramos.

Ramos opposes the definition of coniuncta that appears
in Tinctoris's Terminorum musicae diffinitorium: "“Coniuncta
is the position of 4 or § in an irregular place."?® Ramos
notes that the application of b rotundum or b quadratum to a
step that is already fa or mi does not affect the pitch and,
therefore, Tinctoris's definition is faulty in that it may

lead to the wrong conclusion:

#?1bid., 23.

8Johannes Tinctoris, Terminorum musicae
diffinitorium, s.v. "Coniuncta," adv.
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Johannes Tinctoris--far removed from the true knowledge
--states thus: "Coniuncta is the position of 4 or § in
an irreqular place." For if the soft b sign were placed
on ¢ sol fa ut, or in another position where fa was, it
would be placed irregularly, and yet it would not be
coniuncta; likewise, if square § were placed where mi
had been. But if 4 is placed on b mi, coniuncta is
made, and in the end it is an irregular place for [b]5,
since it is an octave to round 5.%

The Concept of the Subintellectus

To provide a clearer understanding of the application
of musica ficta, Ramos offers several examples in which he
demonstrates the accidental inflections that can be effected
through the application of Guido's solmization syllables.
In Part 1, Treatise 2, Chapter 7, Ramos draws attention to
the remark by Johannes of Villanova that "the song prefers
for the note to be made hard while ascending and to be made
scft while descending."?® Ramos clarifies the meaning of
this remark through an illustration, suggesting that the
song is "sweeter" when it is made to ascend as F G A B} C,
rather than when it is made to ascend as F G A Bb C.*

Ramos further demonstrates the applications of musica
ficta through the implementation of the subintellectus.
According to Ramos, the ditonus subintellectus (lit.,
"perceived ditone") is a notated semiditone that is

perceived as a ditone. To illustrate the concept of the

*Ramos de Pareia, Musica practica, 23-24.
¥Ibid., 33.
A1bid., 39.



127
subintellectus, Ramos discusses a phrase containing the
pitches A € D. According to Guido's method of solmization,
this phrase would be sung on the G hexachord with the
syllables re fa sol; Ramos,however, suggests that if the
singer does not return to the pitch C after he has sung D,
then the C should be raised to C# and the syllables should
be sung according to an A hexachord on ut mi fa (A C# D).
Ramos also provides an alternative to this suggested
approach by allowing the singer to perform the phrase A C# D
with the syllables re fa sol, provided that the performer
understands the theoretical justification for the
transformation from a semiditone to a ditone (here, A-C#
instead of A-C) by means of the subintellectus.

Ramos likewise provides two examples for employing the
semitonus subintellectus (lit., "perceived semitone").
First, he discusses the notated pitches G F G where the
application of musica ficta for causa pulchritudinis results
in the pitches being performed as G F# G. He explains that
the use of the semitonus subintellectus, in this instance,
will allow for the employment of the solmization syllables
sol fa sol or re ut re; here is an example where an
accidental inflection is made from F to F#, but the
syllables themselves do not reveal the half-step movement.
Ramos's approach is obviously contrary to that of Guido and
his followers, who teach that the syllables sol fa sol or re

ut re always indicate movement by whole steps; for the
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Guidonians, only the syllables mi-fa may effect a half-step
inflection.

In a second example, Ramos applies the semitonus
subintellectus to the phrase D B C D C D D, resulting in a
melodic transformation of D B C# D C# D D. Here again, the
inflection of pitch is perceived by the ear without the
traditional employment of the Guidonian syllables mi-fa.
For those who wish to continue the Guidonian tradition of
employing mi-fa at half-step locations, Ramos offers the
alternative of substituting re for mi on the pitch B--
effecting a hexachord on A--which allows for an accidental

inflection on C with the Guidonian syllables mi-fa:

'%SL_" p— ‘ﬁ,; K ﬁ,; —& &

sol mi-re mi fa mi fa fa

Figure 9. The Semitonus Subintellectus

Finally, Ramos provides an example of the semiditonus
subintellectus (lit., "perceived semiditone") in a phrase
where the singer performs the vocables la fa sol sol.
Through the employment of the semiditonus subintellectus,
his example on a C hexachord effects the pitches A F¢# G G
(la fa sol sol). Here, la to fa is performed as a

semiditonus subintellectus, whereas in Guidonian
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solmization, the leap from la to fa represents the interval
of a ditone. Alternatively, Ramos suggests that the singer
could make an explicit mutation by pronouncing both l1a and
sol, so that by means of a mutation from a hexachord on C to
a hexachord on D, the phrase could be sung in the following

manner:

s

e

D)

la-sol mi fa fa

Figure 10. The Semiditonus Subintellectus

Conclusion
In the situations that call for the melodic

application of the semitone by means of musica ficta Ramos
remains a traditionalist; his concept of the subintellectus,
however, allows him to deviate, when necessary, from the
conventional applications of solmization espoused by Guido
and his followers. Such a separation from Guidonian
tradition is representative of Ramos's life-long struggle
against Guido's mandate of mi-fa as the only position for
the semitone's existence. Through the introduction of a
perceptual understanding of accidental inflection, Ramos
simplifies the task of mutation by allowing the semitone's

existence at other syllabic positions.
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In the concept of the subintellectus Ramos has
discovered an ideal tool that may be applied to his own
solmization system (where the performer is restricted to a
single mutation at the octave) as well as to the Guidonian
system with its multiple mutations. For Ramos, the
employment of the perceptual concept of the subintellectus
is preferred over the constant syllabic exchanges that
accompany multiple mutations. By avoiding the unnecessary
complications created by multiple mutations, Ramos offers
the practicing musician a system of mutation that is
directly applicable to the chromatic music of the fifteenth

century.



CHAPTER VII
THE MODES

Part 1, Treatise 3 of the Musica practica is devoted
to a traditional explanation of the modes and related
issues. After a discussion of the various species of the
diatessaron and the diapente, Ramos proceeds with a
discussion of the eight species of the diapason from which
he demonstrates the origin of the modes.

Although his contemporaries consider the modes to be
eight in number, Ramos recalls the earlier tradition of
numbering the modes from one to four, noting the combination
of the Greek designations (protus, deuterus, tritus,
tetrardus) with their authentic and plagal delineations.?

In addition, Ramos discusses Boethius's distinctive names
for the modes that were applied according to the particular
groups of people who found pieasure in them (i.e., Dorian,
Phrygian, Lydian, and Mixolydian). Table 17 illustrates the
eight modes and their construction according to the various
species combinations of the diatessaron and diapente.

In medieval physiology, the four natural dispositions

of man were associated with the four fluids of the human

Ramos continues to advance the typical medieval
explanation concerning the derivation of the plagal variants
through the inversion of the diapente and the diatessaron
species.

131



132
TABLE 17

THE EIGHT MODES ACCORDING TO RAMOS?

Mode Range and String Sgecieé
Dorian d-1 1st diapente + 1st diatessaron
lichanos hypatén (d-h) + (h-1)
Hypodorian a-h 1st diatessaron + 1st diapente
proslambanomenos (a-d) + (d-h)
Phrygian e-m 2nd diapente + 2nd diatessaron
hypaté& mesdn (e-¥) + (§—m)

Hypophrygian b-} 2nd diatessaron + 2nd diapente

hypaté& hypaton (b-e) + (e=4§)
Lydian f-n 3rd diapente + 3rd diatessaron
parhypaté&€ mesdn {£-k) + (k-n)
Hypolydian c-k 3rd diatessaron + 3rd diapente
parhypaté& hypatén (c-f) + (£-k)
Mixolydian g-o 4th diapente + 1st diatessaron
lichanos mesdn (g-1) + (1-0)
Hypermixolydian d-1 1st diatessaron + 4th diapente
mesé& (d-qg) + (g-1)

’Ramos uses the letters a-g to delineate the octave
designation of pitches in his monochord division; thus, h
is simply the pitch a one octave higher.
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body: phlegm, choler, blood, and black bile. Accordingly,
the dominance of one of these fluids was thought to affect
the character and general health of man. Thus, one's
emotional disposition might be described as phlegmatic (slow
and stolid), choleric (angry and irate), sanguineous (bitter
and bloodthirsty), or melancholic (sad and depressed).

To demonstrate the correspondence between musica
instrumentalis and musica humana,® Ramos discusses how the
modes influence the character of man. He assigns a
particular affection to each mode, along with a represen-
tative color. For the most part, the correlations between
the modes and the bodily humors are taken directly from
Chapter 1 of Boethius's De institutione musica, with
occasional quotations concerning their qualities extracted
from the writings of St. Augustine, Ambrose, and Lodovicus

of Sanchez.

3In Part 1, Treatise 1, Chapter 1 of the Musica
practica, Ramos provides the traditional medieval three-fold
delineation of music: musica mundana, musica humana, and
musica instrumentalis. Ramos is referring to that which was
discussed in greater depth by Boethius in the De
institutione musica (see Book I, Chapter 3). Briefly,
musica mundana refers to the "cosmic music" that is brought
about by the celestial revolutions of the planets; musica
humana refers to the "human music" that intermingles the
elements of the body and holds the parts of the body in an
established order; and musica instrumentalis refers to the
sounds that are produced by means of various instruments.
Ramos was mainly concerned with musica instrumentalis due to
its ultimate end in his division of the monochord, but he
also touches upon aspects of musica humana due to its
connection with the modal affections.
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TABLE 18

THE CORRESPONDENCE BETWEEN MUSICA INSTRUMENTALIS AND MUSICA HUMANA

Mode Affection Color Characteristics
Dorian phlegm crystal awakens the drowsing man;
purges the stupor and confusion of sleep
Hypodorian phlegm crystal induces drowsiness; used by the
Pythagoreans to assist in falling asleep
Phrygian choler fire inspires anger; for men with arrogant
and destructive temperaments
Hypophrygian choler fire licentious and flattering, but lacking
any real beauty; sometimes exciting
Lydian blood blood delightful, modest, and joyful;
appropriate for leaping-style dances
Hypolydian blood blood pious and lamentable; capable of
bringing one to tears
Mixolydian melancholy yellow- frivolous and joyful; a reminiscence
crystal of adolescence
Hypermixolydian melancholy yellow- gentle, mannered, and slow; serving as
crystal a representative of distinguished men

el
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As did many theorists, Ramos believed that the modes
could induce a certain type of disposition as well as alter
an existing one. As proof of this, Ramos recalls an ancient
Greek myth related by Boethius in De institutione musica.
(Supposedly, an intoxicated young man of Tauromenium became
so enraged and excited upon hearing the Phrygian mode that
he threatened to break down the doors to the house of a
prostitute. The young man's disposition was eventually
tempered when Pythagoras, having learned of the youth's
state of mind, ordered the musicians to change the mode to
the more calming affects of Hypodorian.)

Having demonstrated the relationship between musica
instrumentalis and musica humana, Ramos proceeds to
demonstrate the relationship between musica instrumentalis
and musica mundana by establishing a correlation between the
strings of the Greek lyre, the planets, the modes, and the

Muses.?®

‘Ramos specifically credits Marcus Tullius Cicero for
this planet-string arrangement, having extracted it from the
De re publica (Book VI, Chapter 18). A loyal disciple of
Boethius, this is one of the few instances in which Ramos
departs from Boethius's explanations of traditional
concepts; in Book I, Chapter 27 of the De institutione
musica, Boethius proposes a different arrangement of the
Greek string names and their corresponding planets: hypaté
mesdn is assigned to Saturn, parhypaté& mesén to Jupiter,
lichanos mesdn to Mars, mes& to the sun, trité& synémmendn to
Venus, paranété synémmendn to Mercury, and nét& synémmendn
to the orbit of the moon.
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TABLE 19

THE CORRESPONDENCE BETWEEN MUSICA INSTRUMENTALIS AND MUSICA MUNDANA

String Planet Mode Muse
Proslambanomenos Moon Hypodorian Clio
Hypate Hypaton Mercury Hypophrygian calliope
Parhypaté Hypaton Venus Hypolydian Terpsichore
Lichanos Hypaton sSun Dorian Melpomene
Hypaté Meson Mars Phrygian Erato
Parhypate Meson Jupiter Lydian Euterpe
Lichanos Meson Saturn Mixolydian Polyhymnia
Mase Firmament Hypermixolydian Urania
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Because Ramos clearly describes the eighth mode as a
plagal mode brought about through the combination of the
first species of the diatessaron and the fourth species of
the diapente, one may question why Ramos calls the eighth
mode Hypermixolydian rather than Hypomixolydian. Such an
appellation of Hypermixolydian results from Ramos's desire
to assign the names of the Greek strings to specific
planets, and then to assign the names of the planets to
specific modes. As is illustrated in Table 17, both the
Dorian and the Hypermixolydian modes contain the outer range
of d-1; the difference between these modes occurs in their
species combinations. The fourth species of the diapason,
i.e., the Dorian mode, has already been assigned to lichanos
hypatén (d). Ramos cannot use the normal Hypo- designation
for the plagal counterpart of the Mixolydian mode because it
would require him to place a second mode upon lichanos
hypaton.

In traditional chant theory, the range of the
Hypomixolydian modal scale is situated one whole step above
the Hypolydian and has the same range and register as the
Dorian. Because the eighth mode is actually placed "above"
the Mixolydian, Ramos prefers to call it by the name
Hypermixolydian. This appellation of Hyper- allows him to
place the eighth mode on mes&--that is, "above" the

Mixolydian's string assignment of lichanos mesodn.
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In assigning the Hypermixolydian designation to the
eighth mode, Ramos once again echoes the ideas of
Boethius.® The use of the eighth mode not only serves to
strengthen Ramos's defense of the number eight, the octave,
and the octochord; but it is yet another validation for the
correlations between the planets and the Muses.®

Ramos promises to continue his treatment of musica
humana and musica mundana in the second and third volumes;
unfortunately, these were never completed and his promise
remained unfulfilled. Nevertheless, by means of an
intricate illustration of interlocking spirals, Ramos
demonstrates the correspondence between the Greek strings,
the modes, the planets, and the Muses (see Figure 11). It
is interesting to note that Franchinus Gaffurius offers a
similar illustration as the frontispiece to the Practica
musicae (see Figure 12). Although Gaffurius's woodcut does
not include the spirals found in Ramos's illustration, the
correspondence between the two illustrations appears

significant. It is possible that Gaffurius "borrowed" this

’See Boethius, Fundamentals of Music, 153-160. Also
see the Friedlein edition of De institutione musica, 341-48.

SRamos imitates Martianus Capella's analogy wherein
one of the nine Muses is assigned to each mode. Because
there are nine Muses and only eight modes, Ramos assigns one
of the Muses--Thalia to the "Earth" and "silence." See
W.T.H. Jackson, ed., Martianus Capella and the Seven Liberal
Arts, (New York: Columbia University Press, 1977), vol. 2,
The Marriage of Philology and Mercury, trans. by William
Harris Stahl, Richard Johnson, and E.L. Burge, 16.
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illustration from Ramos; Gaffurius's treatise was published
in 1496, fourteen years after the publication of the Musica
practica of Ramos. It is well-known that Gaffurius was
acquainted with the Musica practica; he had returned a
borrowed copy of Ramos's treatise to Spataro with numerous
handwritten annotations in the margins. Gaffurius often
fails to credit the sources of his ideas (e.g., Cicero's
planetary-mode correlation or Martianus Capella's Muse-mode
correlation), and thus it is not surprising that Gaffurius
would fail to credit his greatest rival--Bartolomeo Ramos,
who may have been the source of inspiration for this famous

woodcut.’

Conclusion

Ramos's traditicnal explanation of the modes
demonstrates his propensity to follow the conventions
established by the ancients; his correlations of the strings
to the planets, modes, and Muses retain the traditional
three-fold delineation of music: musica instrumentalis,
musica humana, and musica mundana. Ramos's failure to
foliow Boethius's arrangement of the Greek string names with

their corresponding planets, however, demonstrates that

’For an in-depth discussion of Gaffurius's woodcut
vis-a-vis Ramos's illustration, see James Haar, "The
Frontispiece of Gafori's Practica Musicae (1496),"
Renaissance Quarterly 27 (1974): 7-22 and Clement A.
Miller's introduction to Franchinus Gaffurius's De Harmonia
Musicorum Instrumentorum Opus, 18.
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Ramos's loyalty to Boethius does not necessarily preclude
independent thought. Further, his elaboration on Boethius's
description of the modal affections provides the reader with
some idea of how he may have lectured on Boethius while
teaching at the University of Salamanca; such descriptions
and embellishments of Boethian theory may have also been
contained in the treatise written in Spanish, no longer
extant. The citations in the Musica practica that have been
extracted from the writings of Boethius, Cicero, Capella,
Augustine, and Ambrose clearly demonstrate that Ramos was
acquainted with the writings of the auctoritas; their
inclusion may, in fact, be the manifestation of Ramos's
intense personal struggle to establish himself as a learned

man in the community of fifteenth-century scholars.



CHAPTER VIII

COUNTERPOINT

No music treatise of the Renaissance would be complete
without a classification of the intervals and a discussion
of their practical application to composition. From even a
cursory glance at Part 2 of the Musica practica, it is
evident that Ramos perpetuates many of the earlier
traditions of contrapuntal composition; his discussion
regarding the use of the tritone and imitative writing,

however, exhibits rather progressive thought.

Consonance and Dissonance

In Part 2, Chapter 1, Ramos arranges the simple
intervals into categories of consonance and dissonance.
Following the typical fifteenth-century conventions, Ramos
identifies the consonant intervals to be the perfect octave,
the perfect fifth, the major and minor thirds, and the major
and minor sixths. Intervals falling into the category of
dissonance include the augmented fourth, the major and minor
seconds, and the major and minor sevenths. The compound
intervals extending from the ninth to the twenty-second are
explained as replications of the intervals that fall within
the first octave; thus, those intervals that are contained

within the first octave are designated as simple, those
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within the second octave as compound, and those within the
third octave as decompound.

Ramos describes the unison as the "source and origin
of consonance" but, unlike many of his predecessors, he
excludes it from the category of consonance:

Moreover, there is no doubt for anyone concerning the
unison, since the same does not differ from itself. For
that reason, it is not reckoned among the consonances,
because a consonance is not a concord of simllar things
but of dissimilar things made into one . . . .

Ramos further divides the consonances into perfect and
imperfect species. According to Ramos, the fifth and the
octave are perfect because they become dissonant whenever
they receive augmentation or diminution by a semitone;
thirds and sixths are imperfect, however, because they
retain their consonant quality even with the addition or
subtraction of a semitone.

In his discussion of interval inversion, Ramos
sidesteps the controversial issue of why the perfect fourth
is considered a consonant interval when it serves as the
upper constituent of a composite harmony, but is classified
as a dissonant interval whenever it stands alone. Ramos
further avoids the difficult issue of why thirds and sixths
can be inverted and retain the quality of imperfect

consonance, whereas the inverted perfect fourth and fifth

are considered as consonant and dissonant intervals,

‘Ramos de Pareia, Musica practica, 49.
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respectively, even though both are said to be "perfect."
Although he promises to address both of these issues in
forthcoming discussions, Ramos conveniently fails to return

to these matters in the Musica practica.

The Rules of First Species Counterpoint

Ramos's six rules for note-against-note counterpoint
represent no departure from late fifteenth-century
practice.? An amplification of each rule is provided by
way of a brief discussion and by musical examples that are
stated in prose.?

A comparison of the teaching of Ramos with that of his
archenemv, Gaffurius, demonstrates Ramos's conservative
attitude with respect to counterpoint. In Book II of the
Practica musicae (1496), Gaffurius provides "eight mandates"
of counterpoint which, with some slight alterations,
reiterate the six rules given by Ramos in the Musica
practica (1482); however, Gaffurius's alterations point to
Ramos as the conservative on matters of counterpoint (see

Table 20).

’See also Nicolaus Burtius's discussion of counter-
point in the Musices opusculum (1487). Burtius gives five
precepts of counterpoint that resemble the six rules
discussed by Ramos.

‘Appendix A of this dissertation provides notated

examples to illustrate Ramos's verbal explanatlons of first
species counterpoint.
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TABLE 20

A COMPARISON OF THE CONTRAPUNTAL RULES OF RAMOS AND GAFFURIUS*

Ramos Gaffurius

Rule 1: Begin & end on a perfect Rule 1: Begin with a perfect interval.
species or unison.
Rule 8: End with a perfect interval;
ending on the unison is preferable
according to the "Venetian style."

Rule 2: Avoid parallel octaves, Rule 2: Avoid parallel perfect intervals
fifths, and unisons. of the same kind.

Rule 3: Two or more imperfect Rule 3: Successive thirds and sixths
consonances may follow should be limited to only four
one another. successions.

‘Ssee Ramos de Pareia, Musica practica, Part 2, Treatise 1, Chapter 1, 51, and
Franchinus Gaffurius, Practica musicae, vol. XCIX, Monuments of Music and Music
Literature in Facsimile (New York: Broude Brothers Limited, 1979), Book II1I, Chapter
3, ff. ddlr-dd3r. See also Franchinus Gaffurius, Practica musicae, trans. by Clement
A. Miller, vol. XX, Musicological Studies and Document.s (Rome: American Institute of .

Musicology, 1968), 124-29. p~
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TABLE 20--continued

Ramos

Gaffurius

Rule 4: If one voice remains on Rule 4: Two perfect intervals of different
a pitch for two or more kinds (e.g., the perfect octave and
note values, the other perfect fifth) may follow one
voice must move. another.®

Rule 5: M6 resolves to P8; mé6 and Rule 5: Two perfect intervals of the same
M3 resolve to P5; m3 kind may follow one another provided
resolves to unison. that the voices cross.

Rule 6: If the tenor ascends, the Rule 6: If the tenor ascends, the
counterpoint should descend, counterpoint should descend;
i1.e., contrary motion should likewise, 1f the tenor descends,
prevail. the counterpoint should ascend.

Rule 7: Contrary motion should prevail when

approaching perfect intervals and
cadences.

SRamos omits this rule in his initial explanation, but addresses it in a
subsequent discussion of the second rule.

L¥T
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In Part 2, Treatise 1, Chapter 2, Ramos examines the
rules of counterpoint proposed by Ugolino of Orvieto in the
Declaratio musicae disciplinae. Reiterating Ugolino's
fourteen rules nearly word for word, Ramos discusses the
validity of their application to every interval species from
the unison to the fifteenth, notes subtle points of
disagreement, and even provides the reader with specific
musical examples of what he himself considers to be "good"

and "bad" counterpoint.®

The Practical Use of the Tritone

A significant difference occurs between Gaffurius and
Ramos in the handling of the tritone. In this respect,
Ramos is clearly the more progressive theorist. 1In Part 1,
Treatise 2, Chapter 8, Ramos makes an astonishing statement
with regard to the tritone: "To make a tritone . . . is not
a mortal sin as many believe."’

In a previous discourse on the divisions of the
diapason, Ramos divides the octave by means of the tritone
(i.e., the augmented fourth) and the semidiapente (i.e., the

diminished fifth). He observes that, to the performer

®Appendix C of this dissertation provides notated
examples to illustrate Ramos's verbal explanations of "good"
and "bad" counterpoint. The reader is urged to compare
Ramos's contrapuntal rules and illustrations with those of
Ugolino's Declaratio musicae disciplinae, Book II, Chapter
26, which are provided in 2ppendix D.

'Ramos de Pareia, Musica practica, 39.
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interested only in sound, there appears to be no difference
between the tritone and the semidiapente; to the theorist,
concerned with the complicated speculations that result from
the various sizes of the semitone, however, the difference
between the tritone and the semidiapente is a matter of
significance. Ramos elects to avoid an in-depth discussion
of the difference between the augmented fourth and the
diminished fifth because, from a practical point of view,
the matter is irrelevant.

With respect to the use cf the tritone in a melodic
line, Ramos provides specific examples that demonstrate his
preference for an outward resolution from the augmented
fourth to the perfect fifth, and an inward resolution from
the diminished fifth to the perfect fourth:

. « . it is gentle and expressive if it is advanced
through intermediate notes in ascent as well as in
descent, for example: f e d ¢ b and in reverse b c d e
f. sStill, the song should not stop on f when it
ascends, but [it should] be turned around toward e.
Likewise also, in descent it should be turned around
toward c.®

Such explanations of the tritone prepare the way for
Ramos's admission of a contrapuntal progression from the
diminished to the perfect fifth or vice-versa:

For as Tristan de Silva says, "It is not prohibited in

such a manner on the fifth, since a fifth after a fifth
can be made as long as one is a semidiapente and the

8Ibid.
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other is a diapente, as we find in the song Sois
emprantis and in other more ancient [songs]."®

Ramos qualifies this admission by stating that successive
fifths of uneven qualitiés should only be allowed when
writing in "diminished note values."® Although it is not
explicitly stated here, it is clear from Ramos's later
discussion of rhythm that what is meant by writing in
"diminished note values" is writing "in minims.”

Gaffurius strongly opposes the use of consecutive
fifths, even if one of them is a diminished fifth, because
he believes that the semidiapente has no place whatsoever in
practical composition. Nevertheless, even Gaffurius must
acknowledge that the semidiapente is indeed found in series

of successive fifths in the compositions of his time:!

°Ibid., 51.
°Ibid.

lother theorists confirm that Ramos's use of the
diminished fifth was a prevalent part of common practice; in
the Lucidario in musica, Pietro Aaron discusses the use of
the diminished fifth on the minim and the semiminim, and
like Ramos, Aaron cites Tristan de Silva's composition Sois
emprantis as an illustration:

". « . che non fa la terza, ne la sesta, secondo il qual
modo dice Bartolomeo Rami, che Tristano de Silva diceva,
che egli si puo dar una quinta dopo un'altra quinta,
cioé 1l'una perfetta, et l'altra imperfetta, come si
[q]Juede in quello antico canto chiamato Soys emprantis,
et in uno di Verdelot, Infirmitatem nostram etc pero che
tal Quinta imperfetta non si concede nelle note intere,
ma nelle parti minute del tempo, come [q]ui, cioé di
Minima, et di Semiminima."

Aaron additionally provides a musical example that is
taken from Verdelot's Infirmitatem nostram. See Aaron,
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The second rule constitutes that two perfect
consonances of the same kind cannot follow immediately
after one another when ascending or descending together
in song--such as two unisons, or two octaves, or two
fifteenths or, if you prefer, even two fifths or
twelfths which, even though they are not perfect, are
counted [among] the perfect [intervals] on account of
the agreeableness that is assigned [to them in]
preserving their rules and mandates. For this rule is
not arbitrary but legal, completely rejecting every
exception. Nevertheless, some have believed that two
fifths can be sung [while] ascending or descending
together, provided that they are altered by diverse
quantities and intervals--that is, one [is] perfect and
the other [is] diminished by the subtraction or the lack
of a semitone (e.g., proceeding frcm A re to E la mi or,
if you prefer, from proslambanomenos to hypaté& mesdn,
[and] after that subsequently and immediately ascending
from § mi grave to F fa ut or, if you prefer, from
hypaté& hypatén to parhypaté€& mesén). In my opinion, this
is erroneous; for no one doubts that the fifth [which
is] diminished by a semitone is unsuitable in song,
because in this manner the diminution is exaggerated and
may [easily] be observed [by the listener].¥

Lucidario in musica, fol. AA7v. See also Berger's
discussion in Musica Ficta: Theories of Accidental
Inflections, 103.

2ngecunda regula est quod duae perfectae species
eiusdem generis non possunt consequenter et immediate simul
ascendendo vel descendendo in cantilena constitui; puta duo
unisoni, vel duae octavae, aut duae quintaedecimae, sive
etiam duae quintae aut duodecimae, quae et si perfectae non
sunt, perfectis tamen (ob quam sortiuntur suavitatem)
connumerantur, ipsarum regulas atque mandata servantes.
Haec enim regula non arbitraria est, sed legalis, omnem
penitus exceptionem reiciens. Nonnulli tamen sunt arbitrati
duas quintas simul ascendentes vel descendentes pronuntiari
posse, modo diversis protensae sint quantitatibus et
intervalis, una scilicet perfecta, altera subtractione vel
defectu semitonii diminuta; puta procedendo ab A re ad E la
mi, sive a proslambanomenos ad hypatenmeson, inde
subsequenter et immediate ascendendo a § mi gravi ad F fa
ut, sive ab hypatehypaton ad parhypatenmeson, quod mea
sententia falsum est. Namque quintam semitonio diminutam
quod maxima et nota sit huiusmodi diminutio, cantilenae
incongruam esse nemo dubitat." Gaffurius, Practica musicae,
f£f. ddir-v.
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Successive Counterpoint and Fuque

An excellent model of fifteenth-century compositional
practice is the Musices opusculum (1487) of Nicolaus
Burtius. This particular treatise is celebrated as the
first music theory treatise to contain a complete polyphonic
composition in print. This famous woodcut is preceded with
an informative discussion on the techniques of successive
composition. Here, Burtius instructs the student on the
manner in which the composer should construct the voices of
a three-part composition, declaring that the scprano should
be composed first, then thre tenor, and finally the
contrabass--which must be in agreement with the other two
voices. Another discussion follows concerning the
successive order of voices in mensural compositions
containing a cantus firmus in the tenor. In this instance,
Burtius declares the order of composition as tenor, soprano,
and then contrabass.

Although Ramos does not discuss the compositional
order of the voices, Burtius's discussion of counterpoint
and imitation in the Musices opusculum clearly reveals the
influence that Ramos had upon Burtius in regard to these
issues. It is clear from the Honesta defensio of Spataro
that Burtius had studied composition with Ramos. Spataro
reminds Burtius of an occasion when the latter presented
some of his contrapuntal compositions to Ramos; after

examining them, Ramos advised Burtius to refrain from
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performing his compositions until he had learned more about
counterpoint.??

Despite Burtius's denials to the contrary, a careful
examination of the Musices opusculum reveals that Burtius
derived many of his theoretical concepts from his former
teacher. Ramos's influence upon Burtius is especially
evident in a comparison of their respective rules of
counterpoint. Such a resemblance may, at first, appear to
be insignificant, since these rules were quite common among
the music theorists of the period. Burtius's fifth rule
concerning contrary motion, however, contains an addendum
explaining the procedure of imitation or fuga that is
clearly extracted from the Musica practica of Ramos.

Ramos's description of fuga in the Musica practica is the
first known definition of the technique in a music theory
treatise. Burtius's explanation of fuga--wherein the
soprano imitates the tenor in its ascent and descent--
contains word-for-word extractions from the Latin text of
the Musica practica, but Burtius makes no reference to Ramos
as the source for his definition of this device:
Ramos: Nevertheless, there is an excellent way of
making organum: when the organum imitates the tenor in
ascent or descent it begins on the same note--not at the
same time but after one or more notes--to make the same
song or a similar [song] at the diatessaron or the

diapente, or even at the diapason or its compound and
decompound [octaves] above or below. Practicing

3see Spataro, Honesta defensio, ff. 2v-3r or
Chapter I of this commentary.
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musicians call this method fugue, because one note
follows another with a similar arsis or
thesis . . . .M
Burtius: For the most excellent way of making organum
or discanting is when the organum ox the soprano (to use
the common term) imitates the tenor in ascent or
descent. It begins on the same note--not at the same
moment but after one or two or more notes--to make the
same melody on the same note. This is mostly observed
in mensural song [where] it is called fugue by some
practicing musicians.®®

Whether or not Burtius directly extracted his definition of
fugue from the published text of Ramos's Musica practica
cannot be absolutely verified, but if this was not a
conscious extraction on his part, then we can only pcstulate
that Burtius unconsciously transmitted the definition of
fugue that was given to him during his composition lessons
with Ramos.

In addition to providing the first definition of
fugue, Ramos provides three musical examples to demonstrate

this type of imitation at the fourth below, at the fifth

4"Est tamen modus organizandi optimus, quando organum
imitatur tenorem in ascensu aut descensu; non in eodem
tempore, sed post unam notulam vel plures incipit in eadem
voce eundem cantum facere aut similem in diatessaron vel
diapente aut etiam diapason vel in suis compositis ac
decompositis sub aut supra. Quem modum practici fugam
appellant, propterea quod una vox aliam sequitur simili arsi
aut thesi . . . ." Ramos de Pareia, Musica practica, 53.

Svoptime enim organizatur sive discantatur, quando
organum sive supranus ut vulgi utar vocabulo imitatur
tenorem in ascensu aut descensu non eodem momento, sed post
unam aut duas notulas vel plures incipiet in eadem voce
eandem melodiam organizando; quod maxie cantu mensurato
observandum est, et a nonullis practicis fuga nuncupatur."
Burtius, Musices opusculum, ff. e5v-eér.
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above, and at the octave above. Although he does not give
specific musical examples for replication at various
octaves, Ramos indicates that these examples may also be
performed at the octave above or below, as well as at the

unison. Figures 13, 14, and 15 illustrate Ramos's verbal

explanations of fugue in modern notation.
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Figure 13. Imitation at the Fourth Below
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Figure 14. Imitation at the Fifth Above
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Figure 15. Imitation at the Octave Above
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Conclusion
Ramos's discussion of counterpoint in the Musica

practica reveals the typical attitudes of the fifteenth-
century musician toward aspects of consonance and
dissonance. It is evident that Ramos possessed an
exhaustive speculative knowledge of contrapuntal practices
both past and present, as well as a thorough understanding
of how these rules applied to the art of practical
composition. Ramos's transmission of the standard
contrapuntal rules of the fifteenth century demonstrate a
conservative side of his character, and yet, his
enthusiastic endorsement of the tritone in contrapuntal
composition reveals a willingness to depart from those
conservative traditions. Many of Ramos's ideas regarding
counterpoint were espoused by musicians in the sixteenth
century; the introduction of these concepts at the end of
the fifteenth century, however, reveals a bold and dauntless
character, who refused to be intimidated by the conservative

dispositions of his contemporaries.



CHAPTER IX

THE MUNDUS ET MUSICA ET TOTUS CONCENTUS: AN
EXAMINATION OF SIVE LIDIUM IN SYNEMMENON

The ohly extant composition by Bartolomeo Ramos de
Pareia is a perpetual four-voice puzzle canon that serves as
the frontispiece for Florence, Biblioteca Nazionale Centrale
MS Banco Rari 22%. The attribution to Ramos is based upon
the motto Mundus et musica et totus concentus--Bartolomeus
Rami printed at the center of the manuscript in a clockwise
fashion. While it is true that only the motto itself may
have emanated from Ramos, several arguments strongly support
the notion that Ramos could have been the composer of this
canon: (1) Ramos identifies himself as a practicing
composer with references to three of his own compositions in
the Musica practica; (2} Ramos exalts the puzzle canon as an
ingenious compositional device to be used to demonstrate
one's teaching and intelligence (and thus it would be
logical that he would demonstrate his own teaching and
intelligence by this means); (3) the canon adheres to the
contrapuntal practices proposed by Ramos in the Musica
practica; and (4) the motto subscribes to Ramos's basic
musical philosophy and employs his idiosyncratic

terminology. Because there are no other extant compositions
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attributed to Ramos, a stylistic comparison is, of course,
impossible.

This single surviving composition, attributed to
Bartolomeo Ramos de Pareia, has received considerable
attention by twentieth-century musicologists. Albert Seay,
in Florence: The City of Hothby and Ramos, proposes that
the inclusion of Ramos's canon in the Florentine codex 229
is a confirmation of Ramos's status as an acclaimed musician
in Florentine musical circles before his residence in
Bologna. Although the appearance of this composition in a
Florentine manuscript provides circumstantial evidence for
Seay's premise, the fact that Ramos fails to mention this
composition in the Musica practica among the citations of
his other puzzle canons suggests that this work was written
by Ramos after the publication of the Musica practica in
1482. A unique and very illusive puzzle in its own right,
it is highly unlikely that Ramos would have failed to
mention this work if it had already been composed by the
time that the Musica practica was published in 1482.1

In the introduction to A Florentine Chansonnier From
the Time of Lorenzo the Magnificent: Florence, Biblioteca

Nazionale Centrale MS Banco Rari 229,° Howard Mayer Brown

'See Chapter II of this commentary for a more thorough
discussion of Ramos's residence in Florence.

‘See Howard Mayer Brown, ed., A Florentine Chansonnier

From the Time of Lorenzo the Magnificent: Florence,
Biblioteca Nazionale Centrale MS Banco Rari 229, vol. VII,
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examines the manuscript itself and discusses the multiple
transcriptional possibilities that are suggested by Ramos's
canonic inscription. Although the investigative research of
Seay and Brown is quite thorough and still available for
study, a discussion of Ramos's ideas on counterpoint would
be lacking without an examination of one of his own
contrapuntal compositions. An examination of the only
extant composition by Ramos provides insight into the
application of the contrapuntal rules that are ccantained in
the Musica practica, and sheds light upon the reasons why
Ramos was so attracted to the puzzle canon.

Based upon its musical content, text script,
illuminations, and binding, it is believed that the undated
manuscript Florence 229 is a product of the late fifteenth
century. The canon inscribed on the frontispiece is one of
three, full-page illuminations that appear on the initial
folios of the manuscript. The intricate illuminations--
masterpieces in their own right--have been attributed to the
famous Italian artists, Gherardo and Monte di Giovanni--two
brothers known to have operated a workshop in Florence
during the second half of the fifteenth century. The
manuscript itself measures 24 by 17 centimeters with the
music inscribed in white mensural notation by a single,

scribal hand. In addition to the canon by Ramos, the

Monuments of Renaissance Music (Chicago: The University of
Chicago Press, 1983), 16-22.
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manuscript contains musical compositions by Johannes
Martini, Heinrich Issac, Antoine Busnois, and Alexander
Agricola.?

The illumination of Ramos's canon on folio IIIv
demonstrates the technique of grisaille--a style of
monochromatic painting in shades of grey that was often
employed by the Giovanni brothers. The musical notation is
depicted in gold on a circular staff against a bright blue
background. There are four figures, also depicted in gold,
which represent the four winds--Oriens (east), Meridion
(south), Occidens (west), and Septentrion (north). By
blowing at a specific note within the canon, the four winds
identify the four canonic entrances; the East Wind at the
top of the page, blowing his note through a conch shell,
indicates where the canon is to begin. Within the circle,
in gold lettering, appears the motto Mundus et musica et
totus concentus--Bartolomeus Rami and the canonic
inscription Sive lidium in sinemenon sive ypolidium
diazeugmenon per quatuor quartas ducas renovando dulcem
harmoniam intra diapason senties melodiam bene modulando.

Howard Mayer Brown notes that the motto Mundus et
musica et totus concentus ("The world and music and complete
harmony") is wholly consistent with Ramos's attempt to

associate the art of music with the harmony of the world and

*Brown, A Florentine Chansonnier, 5-11.
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proposes that the character of this motto and its link with
the music itself gives us little reason to doubt that Ramos
was the composer of both the motto and the music.® Ramos
not only addressed the concept of musica mundana in his
Musica practica, but he also introduced the special term
"totus concentus" as an idiosyncratic part of his
terminology.® The music of Ramos's canon achieves the
quality of the totus concentus in that the canon requires
ali eight solmization syllables through the appearance of
~all eight pitches of the modal scale, and in that the total
range of the composition (in its simplest transcription)
does not exceed the octave.®

At the bottom of the illumination, between two cherubs
with green wings, a bright red panel holds the third satire

of Horace in gold lettering: Omnibus hoc vitium est

‘Chapter VII of this commentary has demonstrated how
Ramos tried to establish a relationship between musica
instrumentalis and musica mundana with his discussion of the
correspondence between the musical modes and the planets,
the Muses, and Greek string names.

*In Part 1, Treatise 1, Chapter 1, Ramos provides a
diagram that includes the term totus concentus above each
octave (see Figura 2). Later on in Chapter 7, Ramos states
that the totus concentus is created from the eight syllables
of his solmization system: ". . . et sic erit conclusio
syllabarum: psallitur per voces istas, quoniam octo vocibus
fit totus concentus." Translation: "Thus, the conclusion
of the syllables will be: psallitur per voices istas, since
the entire concentus is created from [these] eight voices."
Both of these citations demonstrate the correlation of the
term totus concentus with the "complete harmony" of the
octave and the eight pitches that are contained therein.

®Brown, The Florentine Chansonnier, 17.
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cantoribus inter amicos ut numquam inducant animum cantare
rogati, iniussi numquam desistant.’” A translation of this
satire illustrates the tongue-in-cheek humor that is
reminiscent of Ramos's literary style:

The trouble with all singers is this: when they are
asked to sing among their friends, they can never be
persuaded; but when they are unbidden, they never stop.
The purpose of this quotation is, of course, to alert
the performer to the perﬁetual form of this canon. Because
the perpetual canon may continue on forever, Ramos provides
this cryptic warning to the performers, cautioning them to

select a predetermined point of conclusion. Figure 16

displays a monochromatic copy of this intricate masterpiece.

Possible Solutions to the Canon

The most difficult problem presented by this
composition is determining the solution to the canonic
inscription within the circle:

Whether you proceed with either the Lydian into the
synémmendn or the Hypolydian into the diezeugmendn, you
will hear a properly measured melody by means of four
quarters [and] by renewing the sweet harmony within the
limits of the diapason.

Due to the enigmatic character of this inscription,
scholars have proposed more than one solution to this
puzzle. The most obvious solutions to this canon are (1) a
rendering in the Lydian mode, beginning on the pitch F with

the employment of Bi's to represent the synémmendn

7Ibido 7’ 16-170
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‘nqur,p guatuo»

cusnommo :
1{5—-. .

Figure 16. Frontispiece to Florence, Biblioteca Nazionale
Centrale MS Banco Rari 229, fol. IIIv. Source: Howard
Mayer Brown, ed., The Florentine Chansonnier, plate II.
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tetrachord, or (2) a rendering in the Hypolydian mode,
beginning on the pitch C with the employment of Bf's to
represent the diezeugmendn tetrachord (see Figures 17 and
18). Ramos's canonic inscription provides the singer with
the option of choosing between the authentic-plagal
counterparts of the Lydian mode, but the dualistic nature of
the inscription results more in a transpositional advantage
in matters of tessitura rather than a clear modal shift from

authentic to plagal.®
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Source: Howard Mayer Brown, ed., The Florentine
Chansonnier, 18.
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Figure 18. Perpetual canon, 2nd version; Hypolydian mode.
Source: Howard Mayer Brown, ed., The Florentine
Chansonnier, 18.

Brown derives more radical solutions bv means of
slightly different interpretations of the canonic
inscription. The first alternative of these requires that
the phrase "proceed with the Lydian into syné&€mmendn" be
interpreted as "begin in the Lydian mode and lead the first
segment of the melody into (and through) the synémmendon"; it
also requires that the Latin term quatuor quartas be
interpreted as "four fourths™ rather than "four quarters."
Consequently, Brown requires the first note of the fifth
measure to be transposed by a fourth in order to allow the
initial entrance to actually proceed "into" and "through"
the synémmendn tetrachord of A Bb C D. Meanwhile, the

second voice enters a fourth above the initial statement



166
with its own statement on Bb. If this transposition is
carried out in the statements of the remaining two canonic
entrances, the canon will have undergone a transposition of
four perfect fourths by the time the first voice returns to
the first phrase of the canon (see Figure 19).

One could argue that such a transcription would
contradict the meaning of the phrase "renovando dulcem
harmoniam intra diapason"; Brown, however, notes that the
phrase "by renewing the sweet harmony within the limits of
the diapason" can be interpreted so that the transpositions
of a fourth are perceived as a renewing of the melody that
had previously been presented within one octave.®

Theoretically, the perpetual nature of the canon

through twelve complete statements of the melody by means of
the circle of fifths (whereupon there would be a return to
the starting pitch).!® The drawback to Brown's propcsed
solution is the extraordinary range that results when the
canon is performed in this manner, far exceeding the gamut
that was recommended by Ramos in the Musica practica.
Although the range is excessive, Brown's solution cannot be

considered as inconceivable; Ramos himself declares that,

°Ibid., 19.
¥1bid.
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theoretically, hexachords could be multiplied ad
infinitum.** Moreover, as Brown aptly notes, a performance
of the caron--using this solution--could reach a successful
conclusion where the first voice completes the transposition
through four fourths (measure 17).%?

Brown suggests that this Lydian solution, with
multiple transpositions, could also be performed in the
Hypolydian mode by beginning on the pitch C and continuing
through the circle of fifths. Brown fails to mention,
however, that such a solution requires "through the
diezeugmendn,” to be interpreted more freely to signify
merely the implementation of the pitch B}, rather than the
former connotation of singing "into" and "through" the
tetrachord. A transference of this chromatic solution to
the Hypolydian mode could not possibly hold the same
interpretation with regard to the implementation of the
tetrachord that it did in the Lydian mode. In the Lydian-
chromatic solution, Brown interprets the phrase "through the
synémmendn" to represent the point at which the transpo-
sition is to take place, and the transposition is achieved
through the actual "working out" of the synémmendn
tetrachord; in the Hypolydian-chromatic solution, no such

stepwise "working out" of the diezeugmendn tetrachord

1lRamos de Pareia, Musica practica, 10.

2Brown, A Florentine Chansonnier, 19.
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occurs. This is not to suggest, however, that Brown's
Hypolydian-chromatic solution should be discarded; it calls
attention only to the fact that one must be willing to
accept a much freer interpretation of the Latin inscription.

Brown offers a fourth solution to the canonic puzzle,
by far the most unlikely. Due to the fact that the
Hypolydian version of this canon does not contain a step-
wise statement of the diezeugmendn tetrachord (B§ C D E),
Brown must resort to an interpretation of the term
diezeugmendn in the basic Greek sense of "disjunction."

Similar to the Lydian solution in Figure 19, Brown's
fourth solution proposes transpositions at a perfect fourth,
but with chromatic shifts that occur at a much slower pace
(see Figure 20). In the Hypolydian solution, Brown places
the first transposition in measure 16 of the initial
melody--where three of the four notes of the diezeugmendn
tetrachord appear (i.e., the notes € D E). In the Lydian-
chromatic version, Brown proposes that the transpositions be
made conjunctly at the point of elision where the last note
of the conjunct tetrachord (the synémmendn) becomes the
first note of the new section. Conversely, in the
Hypolydian-chromatic version, Brown proposes that the
transpositions be made disjunctly, with the transposition of
the new section beginning a step higher than the highest

pitch of the diezeugmendn tetrachord.
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Brown appears to favor his last solution, suggesting
that this fourth version is less abrupt due to the slower
pace of the chromatic transpositions. He also submits this
version as an example of "sweeter and smoother" harmony. In
reality, however, Ramos's comparison of the Lydian and
Hypolydian modes demonstrates that the preferred mode for
"sweeter, smoother" harmony is the Lydian mode; for Ramos
clearly states that "the lower sound [the Hypolydian mode]
is not as sweet nor as gentle as the higher sound [the

Lydian mode]."®

Conclusion

Perhaps the strongest argument for the resolution of
Sive lidium in synémmendn can be made in favor of the third
solution, albeit a highly chromatic solution. First, the
phrase senties melodiam bene modulando that appears in the
inscription may be interpreted as "you will hear a well-
modulated melody"; and thus, the third solution with its
multiple transpositions could easily be perceived as a
manifestation of "well-modulated melody." Second, the
occurrence of such chromaticism is not unusual; composers of
the time were experimenting with the full gamut cf chromatic
possibilities, and Ramos himself promotes the use of the
chromatic and enharmonic genera in the Musica practica.

Truly, as Brown notes, if the third version is the "proper"

“Ramos de Pareia, Musica practica, 45.
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solution to Ramos's canonic inscription, then Ramos is far
ahead of his successors;'¢ for Josquin's chromatic chanson,
Fortuna d'un gran tempo, does not appear until 1501%° while
Adrian Willaert's Quid non ebrietas does not appear until
some twenty years after Josquin's master- piece.!® Such
experimentation with chromaticism would not have been
feasible within the tradition of Pythagorean tuning, but
with the increasing acceptance of other types of tuning,
composers were able to employ the possibilities of
chromaticism to greater degrees. As an innovator in matters
of tuning and solmization, it is not unreasonable to presume
that Ramos stood at the forefront of the chromatic tradition
which dominated musical practice in the sixteenth century.

Ramos was severely criticized by Hothby for his
delight in the obscurities of the puzzle canon. Hothby
claims that the puzzle canon's enigmatic directions hide the
true intention of the composer and ultimately confuse the
performer. Hothby contends that the canonic subscriptions
should help, rather than hinder, the musician, and if the

theorist truly desires to fulfill his destiny as a teacher,

14see Brown, The Florentine Chansonnier, 22.

1See Edward E. Lowinsky, "The Goddess Fortuna in
Music," The Musical Quarterly 29 (1943): 45-77.

*see_Edward E. Lowinsky, "Echoes of Adrian Willaert's
Chromatic Duo' in Sixteenth- and Seventeenth-Century
Compositions," Studies in Music History: Essays for Oliver
Strunk, Harold Powers, ed. (Princeton, 1968) 183-238.
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he should promdte practices that reveal, rather than
conceal, the composer's wishes.

For once, Hothby may have a valid argument, since even
today, we are perplexed by what Ramos intended as the one
true solution to this enigmatic inscription. As the only
extant composition from which we can deduce Ramos's own
ability as a composer, we are left with a canon so expertly
devised that any one of at least four solutions are
permitted by his enigmatic inscription without the need to
break even a single contrapuntal rule of the Musica
practica; even in regard to occurrences of augmented fourths
and diminished fifths the canon has been composed with such
skill that the former resolve outwardly and the latter
inwardly.

In the final analysis, it is impossible to determine
Ramos's intended solution for this canon; if, indeed, a
single solution was even intended. From our understanding
of Ramos's personality, it is likely that the composer would
have taken great delight in the frustrations of twentieth-

century musicologists.

’see Seay, "The Dialogus Johannis Ottobi Anglici in
arte musica," Section VI, 98-99.



PART II

THE TRANSCRIPTION AND TRANSLATION



NOTES ON THE EDITIONS, TRANSCRIPTIONS, AND

TRANSLATIONS OF THE MUSICA PRACTICA

The Editions

Although the original, handwritten manuscript of the
Musica practica appears to have been lost, three printings
of the Musica practica remain extant. Two printings,
labeled A-80 and A-81, are currently held by the Civico
Museo Biblioteca del Conservatorio Liceo Musicale (Bologna):;
these printings were, for many years, believed to be the
only extant printings of the Musica practica. 1In 1935
Federico Ghisi discovered a third printing in Florence at
the Biblioteca Nazionale Centrale, now identified as A-7-
35. Microfilms of all three printings were consulted in
the preparation of this translation.

Each printing consists of 42 folios (84 pages),
containing between 36 to 38 lines on each leaf.? The

folios themselves are arranged in eight layers within two

See Federico Ghisi, "Un terzo esemplare della Musica
Practica di Bartolomeo Ramis de Pareia alla biblioteca
nazionale centrale di Firenze," Note d’‘Archivio xii (1935):
223-27.

’It was customary for treatises of this period to use
folio numbers with the designations of recto and verso for
the front and back of the folio, respectively. The Musica
practica has not been thoroughly numerated with folio
numbers; only a few signatures of a2, b3, etc. appear at
scattered locations. Therefore, this dissertation's
numeration of the Musica practica employs page numbers
rather than folio numbers.

177
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quarto volumes measuring 23.6 x 16.8 centimeters. The
frontispiece of all three editions is missing, but each
edition includes the title, the location of publication, and
the publication dates in the summary at the end of the
epilogue.?

The first printing, A-80, is dated 11 May 1482 and is
thought to be the work of the typographer Enrico de Colonia.
This copy originally belonged to Ramos's student, Giovanni
Spataro, and is of special interest due to the abundance of
annotations. In a letter to Pietro Aaron dated 27 November
1531, Spataro indicates that he sent this particular copy of
the Musica practica to Franchinus Gaffurius in Milan.
Gaffurius returned the copy with numerous annotations;
these annotations not only provided the provocation for
Spataro's reply to Gaffurius--the Utile e breve regule di
canto--but provide invaluable insight concerning the
reception of Ramos's theoretical concepts by his
contemporaries.* In addition to Spataro, Ercolo Bottrigari

and Padre Giovanni Battista Martini are also believed to

’chisi points to this lack of a frontispiece as
further evidence for his hypothesis that the Musica practica
was published hastily; Wolf, however, indicates that the
lack of a frontispiece was typical in the printed editions
of this time period. See Ghisi, "Un terzo esemplare della
Musica practica," 225-26 and Wolf, ed., Musica practica,
viii.

‘See Chapter II of this commentary for a discussion of
Gaffurius's marginal comments. Gaffurius's annotations,
with English translation, appear in the endnotes of this
dissertation.
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have possessed the A-80 edition and it is possible that some
of the annotations (in a different hand) may have been added
by the latter two Italian writers.

One complication in the preparation of this
translation is the quality of typography in the aA-80
edition. In his Trimerone, Bottrigari refers to the Musica
practica as one of the poorest prints he has ever seen:

The first treatise, the third part, of the Isagogue of
Bartolomeo Ramos's Musica practica is so badly printed
{that it is] like no other book I have ever seen.
Truly, if up to now I had only seen those books that
belong to the collection that was gathered by S.C.H.B
and covers all the sciences except medicine and law, I
still would have seen so many thousands [of books] that
I can [feel confident to] express this true evaluation
in this manner.®
The Italian musicologist Albano Sorbelli relates that Ramos
endured numerous problems in retaining a typographer for the
A-80 edition. The original printer of the Musica practica,
Baldassare Rubiera, soon became discouraged by Ramos's lack
of funds and his plummeting reputation in Bologna. Rubiera

fled the city with his printing tools, leaving the project

without a typographer. Enrico di Colonia eventually assumed

S"Bartolomeo Ramo nel primo Tratt. della 3a Parte
della sua Isag. Mus. Prat. cosi male stampata, come io mi
habbia veduto altro libro stampato, che quando io non ne
havessi mai veduto altri che quei della Raccolta sin ad hora
fattane dal S. C. H. B. in tutte le scentie fuorche di
Medicina, et di leggi, io ne havrei percid veduto tante e
tali migliaia, che io ne potrei fare, come faccio, questo
vero giudicio." See Gaetano Gaspari, Catalogo Della
Biblioteca Musicale G.B. Martini di Bologna, vol. I,
(Bologna, 1890; reprint, Bologna: Arnaldo Forni Editore,
1961), 69a.
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the position of typographer but refrained from accepting
credit. Given Rubiera's earlier efforts, perhaps di Colonia
thought it unethical to place his name as the sole
typographer;® it is equally plausible that di Colonia may
have been embarrassed by the poor type-setting and did not
want his name associated with such an inferior printing.

The second printing of the Musica practica was
completed by means of "the labor, diligence, and expense of
Maestro Baltasar de Hiriberia."’” This copy, A-81, is dated
5 June 1482. Essentially, the A-81 edition is a reprint of
A-80 with the absence of folio 22 and some minor
modifications.

Both A-80 and A-81 were printed with blank spaces for
elaborate colored initials and miniatures. The initials
were subsequently inserted in bright red and blue ink, with
the exception of the initial "H" on the word Harmoniam at
the beginning of the first chapter; this initial is
elaborately outlined with foliage and arabesques in green,

white, black, and gold. The graphics of notes, clefs, and

‘The last folio of A-80 contains typographical fonts
that are much larger in size than those of the rest of the
treatise. It is possible that Rubiera had completed the
entire treatise except for this last folio by the time di
Colonia assumed the position as typographer or, as Wolf
suggests, the change in type-face could have been due to
some problems with the press itself. See Albano Sorbelli,
"Le due edizioni della Musica Practica di Bartolomeo Ramis
de Pareia," Gutenberg Jahrbuch V (1930): 112-13 and Wolf,
ed., Musica practica, viii.

'Ramos de Pareia, Musica practica, 82.
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time signatures were also to be added by hand. A-80
contains these graphics but blank spaces remain in A-81.°

The edition held in Florence at the Biblioteca
Nazionale Centrale, labelled A-7-35, is essentially a
reprint of the A-81 edition and contains most of the
features of the second Bologna manuscript. That A-80 was
consulted in the preparation of this third edition can be
confirmed by the fact that it contains folio 22 (which is
missing from the A-81 edition), and by the fact that the
last page of A-7-35 is a reprint of the final page of
A-80.° The only distinguishing feature of the A-7-35
edition is the cover sheet, upon which is printed the words
Hic liber est Abbatie florentine 67.%°

The numeration of the folios in the three editions are
sparse -and sporadic to say the least. Folios a2, a3, b2,
b3, ¢, c2 are clearly marked in both editions, but the
numeraticns for folios a, a4, a5, b, b4, b5, ¢3, c4, and c5
are missing and there are no more numerations of the folios

after c5.

®Wolf, ed., Musica practica, ix.

’Ghisi believes that the discovery of A-7-35 confirms
Gaspari's hypothesis that the edition dated 5 June is actually
the original edition of the Musica practica. This assertion
is largely based upon the similarity of the typographical
characters in A-81 and A-7-35. Gaspari proposes that A-80 was
given the date of 11 May by mistake, and that this edition is
actually the second printing rather than the first. See
Ghisi, "Un terzo esemplare della Musica practica, 224.

Yrerni, Midsica Prictica, 55.
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The most significant difference between the three
editions is found in the last chapter (before the epilogue)
after the words repperisse testabatur, where A-81 has almost
an entire paragraph that does not appear in A-80 or A-7-35:

Credimus enim error illi sic emerserit, ut gama, vox
quae addita fuit a nostris, fore crediderit
proslambanomenon. Neque igitur hoc neque illud in
diatonico genere nostro admittendum esse arbitramur.

Nam tunc in illum incideremus errorem, in quem Timotheum
Milesium teste Boetio incidisse legimus genus scilicet
diatonicum in chromaticum, quod melius est,
convertentem, propter quod illum Lacedaemonii de
Laconica exegere civitate, quoniam puerorum animos, quos
acceperat erudiendos, officiebat et a virtutis modestia
ad mollitiem declinantes effeminatos efficiebat. Non
igitur tantum utilitatem illa tertia media nobis
adducit, quantam discrepantiam atque discordiam in toto
ordine provenit, cum neque secundum naturalem neque
secundum aliquem accidentalem ordinem illo modo, ut isti
dicunt, collocetur. Sed de his hactenus.?

In Part 3, Treatise 2, Chapter 4, a sentence appears in
the A-7-35 and A-80 editions that does not appear at all in
the A-81 edition. This sentence is inserted after the words
repperisse testabatur and reads as follows: "Melius tamen
primi senserunt, cuius veritatem in sequenti volumine
firmissimis numerorum rationibus enucleabimus."’? The
final sentence of Chapter 4 is the same in all three
editions: "Nunc autem epilogando supradicta huic operi

finem imponamus."??

YRamos de Pareia, Musica practica, 82.
27bid.

B1bid.
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Another difference between the three editions appears
on page 18, Part 1, Treatise 1, beginning with the words Si
autem de numero arguatur quia non tanti valoris. In A-80
these words are the beginning of a new chapter--Chapter 8,
but in the A-81 and A-7-35 editions this phrase appears
directly after a large blank space, without any indication
that a new chapter begins at this point. Thus in Part 1,
Treatise 1, these two editions are lacking the intended
chapter heading for Chapter 8, and all the text which
continues on through the next folio appears to be a part of
Chapter 7.

The explicit at the end of A-80 and A-7-35 is
different from that of the A-81 edition; it reads as
follows:

Explicit musica practica Bartolomei Rami de Pareia
Hispani ex Betica provincia et civitate Baecza Gienna
diocecesi vel suffragana oriundi, almae urbis Bononiae,
dum eam ibidem publice legeret, impressa anno Domini
millesimo quadringentesimo octogesimo secundo quarto
idus Maii.*

The explicit of the A-81 edition not only has a
different publication date, but contains entirely different
text from the other two editions; it reads as folliows:

Explicit feliciter prima pars musicae egregii et famosi
musici Bartholomei Parea Hispani, cum publice musicam

Bononiae legeret, in qua tota practica cantorum
pertractatur, impressa vero opere et industria ac

YRamos de Pareia, Musica practica, 82.
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expensis magistri Baltasaris de Hiriberia anno domini
1482 die 50 Junii.?

Editorial problems are rampant in the three
editions of the Musica practica. Ghisi proposes that
these problems were a result of Ramos's failure to
obtain the public lectureship at the University of
Bologna. This failure, undoubtedly, affected Ramos's
credibility, and would have had a direct impact upon his
ability to secure funding for the publication of the
Musica practica. Spataro relates that Ramos left
Bologna rather hastily, taking the manuscript with him
in the hope of having it printed in Rome.!®* Wolf notes
that some of the editorial problems--including the
changes in type-face--may have been due to problems with
the press itself, since some of the pages have been
totally reset.? Another explanation for the lack of
corrections and editing in the printed editions may have
been that Ramos originally intended to publish three
volumes--the Musica practica, Musica theorica, and
Mu;ica semimathematica. The extant copies of the Musica
practica may have merely been perceived as proof copies;

the editor may have been waiting for the completion and

51bid.

%Ghisi, "Un terzo esemplare della Musica Practica,"

224-25.

"Molf, ed., Musica practica, viii.
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setting of the second and third volumes before making

corrections to the final copy.

The Transcriptions and Translations

A reprint in modern type of the Baltasar
printing--complete with Gaffurius's annotations that
appear in A-80--was released in 1901 by the
Internationalen Musik-Gesellschaft, Beihefte II (ed. by
Johannes Wolf); the work was reissued in 1968 by
Breitkopf and Hdrtel. Contrary to the statement by
Gustave Reese in Music in the Renaissance (1954),%®
this edition is not a German translation; the Wolf
edition is merely a reprint of the original Latin to
which a German-language introduction and critical
footnotes have been added. A second reissue of the
Baltasar edition was released in 1969 by Forni Editore
Bologna. This edition includes a brief preface in
Italian by Giuseppe Vecchi, but there are no annotations
of any kind.

The Musica practica exists only in the original
Latin and in two twentieth-century Spanish translations.
The first of these translations, published in 1977, is a
Latin-Spanish translation of the Baltasar de Hiriberia

printing; the second, published in 1983, expands upon

Gustave Reese, Music in the Renaissance, (New York:
W.W. Norton and Company, Inc., 1954), 931.
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the first translation by way of appendices that include
a biography of Ramos, a reprint of Spataro's defense of
Ramos (Honesta defensio in Nicolas Burtii parmensis
opusculum taken from the Vecchi edition), an errata, and

2 glossary of fifteenth-century terminology.

The Procedures for the Translation

An understanding of the Musica practica is
requisite for a comprehension of the musical climate of
the fifteenth century. Because of the inherent problems
related to its translation (i.e., the illegibility of
the treatise itself and the difficulty imposed by the
author's unusual usage of the Latin language), the
Musica practica of Bartolomeo Ramos de Pareia has
remained largely unavailable to Western scholars.?®

Indeed, the foremost obstacle in the translation

of the Musica practica was the illegibility of the

®In Source Readings in Music History, Strunk provides
translations of the two most important chapters that pertain
to Ramos's division of the monochord--that is, Part 1,
Treatise 1, Chapter 2 and Part 3, Treatise 2, Chapter 3.
Lindley, in "Fifteenth-Century Evidence for Meantone
Temperament," translates selected portions from Part 3,
Treatise 2, Chapter 4 of the Musica practica. Lindley's
translation should be avoided, however, because the selected
sections appear out-of-context and portions of text have
been omitted without explanation. It appears that Lindley's
omissions are an intentional attempt to build a case for his
hypothesis that Ramos's tuning was actually a form of
meantone temperament (see Chapter IV of this commentary).



text.?® An indispensable tool for the completion of

the English translation was the Marstek 800 DPI Hand
Scanner, which was employed for computer-enhanced
examinations of contrast in the more illegible passages.
This computer enhancement was especially useful for
deciphering Gaffurius's marginal annotations in A-80.
Gaffurius's Latin annotations appear in the footnotes of
Wolf's edition, but this dissertation is the first
document to contain a translation of these comments into
English. These annotations provide the reader with a
broader understanding of the great divergency inherent
in the theoretical concepts espoused by Gaffurius and
Ramos.

Due to the illegibility of the original treatises,
the figures, symbols, and musical examples of the Musica
practica have been reprinted here from the Wolf edition;
again, these figures, symbols, and musical examples have

been computer-enhanced to increase their legibility.

Riemann relates in a footnote to his comprehensive
study, the History of Music Theory, that, despite all his
efforts, he was not able to secure a legible copy of the
Musica practica from the Liceo filarmonico of Bologna.
Riemann claims that the Latin script of this treatise was so
difficult to read that the librarian of Bologna, Luigi
Torchi, could not find a copyist that was willing to make
him a copy. In the meantime--while Riemann was completing
his History of Music Theory--Wolf published his modern-print
edition of the Latin script. See Riemann, History of Music
Theory, 280, 1n.



In addition to the problem of illegibility,
Ramos's use of the Latin lanquage presents a significant
challenge to the translator. This is especially true of
the Prologue, which is written in erudite, formal Latin
with the obligatory interjections of Greek terminology
and references to Greek mythological personae. Ramos's
text includes many abbreviations and, at times, suggests
the cursory style of a professor's lecture notes. It is
possible that Ramos had written a large portion of the
Musica practica while serving on the faculty at the
University of Salamanca and may have delivered some of
its contents in classes there; it is equally possible
that he secretly reserved the manuscript with the
intention of revealing its contents when he received the
anticipated public lectureship from the University of
Bologna.

Although he desired to present himself as a
learned man to the musical community, Ramos commits
numerous errors in grammar and syntax. These errors
remain in the Latin transcription, although every
attempt has been made in the English translation to
convey the intent of Ramos's prose, and yet, retain his
unique personal style as closely as possible.
Explanatory remarks are provided in brackets--whenever
necessary--to facilitate comprehension of the English

text.
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In the Ars musicorum, Ramos's contemporary
Guillermo Despuig (fl. 1495) speaks against "other music
theorists" who maim the Latin language with their
inelegant Latin style, performing such blunders as
assigning the words diatessaron, diapente, and diapason
to the feminine gender. Stevenson notes that this error
of gender is exactly the type of error that Ramos
repeatedly commits in the Musica practica of 1482. Due
to the proximity of the publication dates of the Musica
practica and the Ars musicorum, it seems plausible that
Despuig may have been directing these criticisms toward
Ramos .

To assist the reader in a comparison of the Latin
and English text, this translation has been arranged in
side-by-side columns with page numbers of the original
treatise bracketed between the columns of text. I have
elected to follow Wolf in correcting the orthographical
inconsistencies and inaccuracies that are due to the
carelessness of the printer, and have substituted the
spellings of Medieval-Renaissance Latin with modern

spellings.?® Brackets within the columns of the Latin

?lstevenson, Spanish Music in the Age of Columbus,

74-75.

#gee Charlton T. Lewis and Charles Short, A Latin

Dictionary Founded on Andrew'’'s Edition of Freund’'s Latin
Dictionary (New York: Oxford University Press, 1879;
reprint, 1991).
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text indicate such spelling corrections, and a compi-
lation of these corrections appears in Appendix E. 1In
addition, I have employed the indention and capitali-
zation rules of modern English grammar; punctuation of
the Latin text, for the most part, adheres to Wolf's
edition.

Because it is the most complete of the original
editions, my translation is based upon the A-80 edition
of the Musica practica.?® The A-81 and A-7-35 editions
as well as the Latin-Spanish translations of José Luis
Moralejo and Clemente Terni, and the Wolf edition of the
Musica practica, were all consulted in the preparation
of this translation with significant differences so
noted.

Due to the illegibility of all three editions of
the Musica practica, as well as their general availa-
bility in facsimile and on microfilm, a facsimile has

not been appended to this dissertation.

*The A-80 edition is the only edition complete with
musical examples and symbols; it is also the only edition
that contains the handwritten annotations attributed to
Gaffurius, Bottrigari, and Martini.



THE MUSICA PRACTICA
OF

BARTOLOMEO RAMOS DE PAREIA



PRIMA PARS

PROLOGUS

Boetii musices
disciplina quinque
voluminibus comprehensa
quoniam profundissimis
arithmethicae
philosophiaeque
fundamentis innititur nec
passim ab omnibu
intelligi potest, solet a
semidoctis nostri temporis
cantoribus quo obscurior
est eo sterilior, doctis
vero et altius intuentibus
quo subtilior
probabiliorque est eo
firmior meliorque videri,
quo fit, ut, sicut ab
indoctis neglecta semper
fuerit et sit, ita apud
peritiores in magno pretio
semper habita sit et
habeatur.

Unde nos, qui omnibus
prodesse et aliquid in
communem utilitatem
conferre studemus, hoc
brevi compendio tribus
libellis distincto
prolixitatem eius in
angustum, asperitatem in
planum, obscuritatem in
lucem reducentes nihilque
quod ad artem usumgue
faciat praetermittentes et
cantoribus quos practicos
et speculantibus quos
theoricos graece dicimus
opus admodum utile
construximus, ex quo, ubi

[1]
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FIRST PART

PROLOGUE

The musical instruction
of Boethius--contained in
five volumes--is based
upon the most profound
foundations of arithmetic
and philosophy.? Since it
cannot be grasped by
everyvone far and wide, it
usually seems that the
more obscure it is, the
more unprofitable it is to
the poorly educated
musicians of our time;
however, to the educated
[musicians] and to those
with deeper insight, it
seems that the more
detailed and credible it
is, the more useful and
lasting it becomes. Thus,
just as it is neglected
and always has been by the
untrained, so among the
more experienced it is
regarded and always has
been with great esteemn.

Wherefore, with this
short compendium divided
into three little books,
we, who desire to [be of]
benefit [to] everyone and
to contribute something
toward the common good,
are reducing its
generalities into
specifics, its difficulty
into clarity, and its
darkness into light
without overlooking
anything that is necessary
to art and practice. We
have constructed a very
useful work both for the



id legerint
intellexerintque, plurimum
et honoris et voluptatis
se consecuturos esse
perspicient fatebunturque
hac nostra nova
speciosissimae artis forma
mirifice delectati nos ad
communem omnium
eruditionem praesenti hoc
labore plurimum adiumenti
contulisse.

Hinc quasi ex quodam
redundanti publicoque
fonte quicquid ego longo
tempore multis vigiliis et
assiduis lucubrationibus
ex probatissimorum
auctorum lectione et
clarissimorum praeceptorum
disciplina colligere
potui, perquam celerrimo
facillimoque studio
licebit haurire et ad
summum musicae culmen
placidissimo gressu
pervenire.

Nemo philosophiae
maiestatem, nemo
arithmeticae
perplexitatem, nemo
proportionum formidet
anfractus. Hic enim
quilibet, etsi usquequaque
sit rudis, modo
disciplinae accommodare
velit auditum et rationis
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singers--whom in Greek we
call praktikos--and for
the speculative musicians
--whom in Greek we call
theorikos. When they have
read and understood [our
three little books] they
will realize that they are
going to attain a great
amount of honor and
pleasure from this [work],
and they will acknowledge
--having been wonderfully
delighted by this our new
form of [that] most
beautiful art--that with
this present work we have
contributed a great deal
of aid toward the common
instruction of everyone.

After a leng period of
many sleepless nights and
continual nocturnal
studies, I have been able
to collect [information]
from the readings of the
most esteemed authors and
from the instruction of
the most famous teachers.
From this [effort]--as if
from some overflowing and
general source--one will
be permitted with
extremely quick and easy
study to absorb all [these
things] and reach the '
highest pinnacle of music
by the most tranquil
course.

Let no one fear the
majesty of philosophy, nor
the complexity of
arithmetic, nor the
digressions of
proportions. For here,
anyone is able to become a
most outstanding and
skillful musician--even if
he is unskilled in



omnino non sit expers, in
praestantissimum
peritissimumque musicum
potest evadere. Usque adeo
namgue intelligentiae
servire studuimus, eam
orationis temperiem
stilique moderantiam
servavimus, ut in his
legendis peritiores abunde
recreari, semidocti
plurimum proficere, omnino
indocti blandissime queant
erudiri. Non philosophos
tantum aut mathematicos
instituendos hic
suscipimus; quilibet modo
prima grammaticae
rudimenta sit edoctus,
nostra haec intelliget.
Hic mus et elephas pariter
natare, Daedalus et Icarus
pariter volare possunt.

Praeterea prudentis et
grati lectoris officium
erit veniam dare, si
nostro hoc in opere non
eum, qui apud Ciceronem et
Salustium est, orationis
fastum inveniet, si
paucioribus phaleris
minorique cultu sermo
noster incedit. [Liceat]
enim mihi de musica
dicere, quod Marcum
Manlium de astronomia
dixisse legiumus: "Ornari
res ipsa negat, contenta
doceri."

2}

194

everything--provided that
he is willing to devote
attention to learning and
is not completely
destitute of reasoning.
For indeed, inasmuch as we
have desired to serve
intelligence, we have
retained the blending of
expression and the control
of style, so that in these
readings the experts will
be able to be amply
refreshed, the poorly
educated will be able to
make great progress, and
the altogether untrained
may be able to be
instructed with the
greatest of pleasure. We
undertake [this work] not
so much for the purpose of
preparing philosophers or
mathematicians here;
anyone instructed only
with the first rudiments
of grammar may understand
this our [discourse].
Here, the mouse and the
elephant alike can float
side by side; Daedalus and
Icarus can fly away
together.?

Moreover, 